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training the Slrtist’s 

eye 



drawing allows us <o represent a three^imensipnal image qn a qrse- 



■ ■ 

CoiTyxKfta? artcf 
shucrure are ihe 
basKOra^ 

i_ ij ,1 f'V r 



tn5n, proportion, and volume elTecl. Drawing is ine fundamental basis 
for all types oi artistic worts. Sculpture, painting, architecture, and 
even film and photography ue« drawing as the intflaf medium to eon' 
aptuaUm understand, and develop the various corr^onents mat wIS 
wort together in (he final protect . Drawing is many times an original 
wort in itself. ghnng os the ability to reproduce cur surroundings and 
environments. 

As is the case for any art form, drawing can be teamed: it is not a 
special latent that only a few possess. Lika writing, which begins with 



with a succession of points that form lines, which create shapes, 
shades, and stains. The secret ol any drawing does not He In ones abil- 
ity to apply a certain technique, but rather m one's ability to teem how 
to observe and analyze e theme, create the rtawng'a outline, arrange 
its composition, and calculate its proportions. Therefore, Training the 
artists eye is the first stop in any artistic work. The trained oya pre- 
cedes the drawing and harps create what may bo called a drawing of 
the drawing that is based on a set oC both abslract and schematic ap- 
proaches to better understand a model, establish a relationship be- 
tween the seemingly disorderly gesture and the dsnty of the structure. 

Since we era aware that Sha look of this basic know edge is the 
creates! obstacle a beginning artist may encounter, this book is intern^ 
ad to pfpvide ail the necessary imfdmiatior needed to begin drawing. 




We explain ctearty and metbadicafly each of the processes and: tech- 
niques (hal professional artists oh cm- apply instinctively. In addition to 
these, you will find information, about other important aspects, such as 
trainug tho hand, controlling the stroke, composition, and vofiumo eh 
feels offered by various mediums, tools, and materisis. ft is essential to 
understand and master those basic lessons in order to draw oonfidentiy. 
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friction. 

Believe it or 



not, 

but just a bit of friction 



ft- ^ 1 1 Stci rt you oil your drawing course-, When a paper S surface 
Jafll ifi / fl [ft is scratched wth any pgmm: rr<rJ=i.. , :l panicles <Vu '<•» IX'h nd 

These particles kjave an mtonso . yet dd cnlo stroke. A simple touch 
wrth your finger and the stroke will vanish as charcoal dust . Due lo 
Ms dentate properties, charcoal a the ideal medium to begin drawing with, since mistakes can be 
easily corrected. 

Although an artist has a considerable amount gl freedom regard mg how he Or She chooses- to 
apply various techniques , the inherent characteristics Of mediums arid materials and how they are 
used cannot be ignored and must be learned. Anyone interested iri drawing arid m Obta fli ng the 
most benefit from a given malarial Should know and follow its "rules. 4 Each tOOf and material gives 
specific, and unique results that no other medium can duplicate. 
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raphite: line, 

control, and properties 







GraptiHeiscrwpf lhemwl popular drawing mediums among Pom an 
eiuderrts and professionals, Compered to oiher media. H is doable and very 
easy to handle. Graph-ta is the most immediate, versatile, and Sensitive 
drawing medium that is suitaufe for quick sketches as well as lor derailed 
work. Graphite is fragile, oily, and sett la the touch,, and comes in several 
forms; sicks, pencils, and powder.. II can be used on almost any K*>d erf sur- 
face, Due to ils oily texture, rfs nwks are permanent and do nos require a fi- 
nal fixative, stpiough in some cases i3 mlgtil be advisable to do so, When 
used tor shadeig. graphite has a smooto. velvety appearance, which can 
appear sharper and mors inrtense when Ihe point is pressed directly egemsf 
lha paper. The artist has great line control with graphite, since it can be 
erased and redrawn as many limes as necessary. 
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ttts a good i das to OAporvnent with graphite si *des ord 
poncrifc that have different degrees at hardness. 



Thetfiapeotagraphdest&rs The grryWle sfttfcs beam* have iranous dorses of hardness. The hardest s nets 
pomf and how ft jk posfflioned produce a soft sTn>e and am oommorty used m pmtmnary sketches. The softest 



on lha paper are essential in 
controliog a stroito's quafty 
Different effocts con bo 
obtamed with A.) a s'viru 
(Mim r &}adulpoiniot(Q 
the 51& ante p&nt, 



sCk*e proifoi? a ihteker, more mrsnse sfraMe and are used for sketches wrth mmamanr 
arfo fnrW pmpor^es, 
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fitocfwxssi prvu fa are vary 
cortvenenl to use soce i/wv 
can be armed atound Milfr 
Uteperctis, ruHls come <n a 
Tm'dEf ranya 0! txA and harp 
kKHft. 




The various. pbs*bilit»M Of a Stroke 'a in tensity 
dflpona OH the graphite Stick or pencil's hard- 
ness. This variation in hardness el lows us lo use 
light and da* imes to create ilgm or da* shad- 
ing, A numiwrand tefler. engraved onlo the pee^ 

cilfe side, Indicates its hH/drwss, Pencils wilh the 
letter H have hard leads, and make thin, light lines 
that are commonly used in technical drawing. 
Pencils with the letter S have soft leads and 
mate strong, dark lines. The number that ao 
companies the letter also indicates Ihe pencils 
hardness or softness; Ihe higher the number, the 
harder o*r softer the leads it, A good siphon to 
beq.n with, is: 5-El, 3 B , B, and HB. Artisls ur.ua ly 
use the softer leads because 1 hey c. r e.H a intense 
fines, wtwch makes shading mu>qh easier, ft is 
also a good Kiea CO have some meCharticad 
periods,, so that you have different options to 
chocs® from. 



it fa a good Caj to nave a selection of pence ivssn 
various degees of nurd-mss in order IP Obtain dtfterenr 
smutes wtf\ d&en&f values. 






Elaborate linear figure work can fee aobwed win 
^i?Vpfe paixfis. Draw ftm strokes w*lft a we*- 
Slitovuntfij pght. $r*nr terne fytuxfing. Aotcrwig, cress 

^Lj^jriy.' is t or up ■-• i if i4Sc itptA vf bamngft. 

use *sry sofloeneft 





LINE QUALITY 

If you need to d*aw wide strokes, we recom- 
mend using flat graphite sicks Combining 
graphite stick and pence produces fascinating 
results. The graphite pencil gives you a lot ef 
control or the tine and its tore, while lha graphite 
Sticks width enables you tD cover large areas 
Quickly Hard leads are used ro* the detailed ar- 
eas and for the nital shading, while sorts* leads 
are used to accentuate toe darks* areas. Many 
artists combine pencils with diflerent degrees of 
hardness to create complex dra wgs wilh lines 
and strokes. 
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WuGSt&rnaA; 

cftarcctf *nc*5 « 

ortfer so rtbfiun She 




23 B you n&xi. Tm 
kiarf kingth for 
cirsWJrjg is about2 to 

2teHCftSS. 
tvil jiiov you fo 



ci&atQ iifoigsr any 
dtesnetJeffiecr. 




ADomj are n&tumi cttmoai iTrcte, 
are ffagie Andtinltte. Nafutdt sTKk$ 
we mofle o^jPrtiTSrtrto- f/ia^«vnpwss«J 
□hansKrf sfofcs. 



Charcoal wit cdithS off f/jo paper with If w 
tghtesl touch. 




Since ii^iafcoof etoss not sfcJr fo tfw pap& vtryweH, 
A a?? bo era sort ossify. Howhuoc gren whan tho 
XM^jc^am/cnwwftJ, piirfd dfflwsratas 
reman visWe. 



Cbgfl!xiafaJt^]KXj(ys^^o^cii^^ usfog 

tfm sack's ptiffit of Us ade fntBfpfsrrgeohly. 





ID 



STROKES AND EFFECTS 

tf you hold the charcoal Erick like a pencil, the 
strokes will be neater and more controlled by 
your hand movements. It you drag the stick Orr 
its side Over the paper, the stroke wril be thin and 
solid. With the charcoal sick he*d transversely 
(on its side in an upright positron}, you are able to 
create shadings that are as wide as the charcoal 
stick. Drawn with one continuous hand move- 
ment, transverse strokes become lateral (length- 
wise) strokes. 




Tt> the ngt* are the bast ejects ctetfcan&e 
scheved by mastamg me .use 0 / eharcoaf (4t even 
Shatura { fl ') drfosnf stroites aw mraTartses, 
iC} btendng, and ID} giBda&on. fly looming Chose 
Jbur afcfe, you ml be arWo ftj draw any shape 
and any nxtat (kSrcC. 
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tone techniques 

with charcoal 

An anist mitst be mi*ch mere wgrajwus artieaysutg 
Charcoal than when working with a pencil- Charcoal calls For 
drawing complete, whole fermS Instead OF bringing out deli I 
m a work, which is why this medium is m m effective lor 
targe- scale drawings. Appropriately combirwg different 
strokes will allow you lo draw Momingfy complen shapes. 

DRAWING WITH STROKES 

Compressed charcoal pencils sue the best m«kim Tor draw- 
ing strokes. These pencils are very useful lor Small-scale 
works in which imes prevail over slams, tniense dhareoal 
strokes add greater oxprossiveness and intensity to a drawing 
than those produced by graphite. Shadings begin with sma* 
sltoks, their Intensity depending on the dark areas. Pressing 
the charcoal pencil harder against the paper will create darker 
shaded areas- 






Cc, f^L 

o c 

C3 Gi 



OfurCQtrf pOTCTfe CTOJBftf 

ewsn sftadtK nr i^ronse 
fon& ancf rrw pgmeot 
s OeiJor than cfiarcoat 

S*lAS. 



Cbatooei perKif sfn*es 
can Oe titendsd, turf they 
fro fess moHaitUe trwsn 



cfufcoal slink stress 



A&m ate some Past bferttfng effects a charcoal 
sfc*. ttk/can see how voters in* ctttwvy metAm is 
Simply fufidwig your fmgt? or j MorKfing sitnp oier a 
amndga or stmtet wtf qurcidy OtontJ it iA and B) 
fij J r j s J jfie ptahiry at ctwcool sticks, draw a tm or a 
circle (C FJ. Drag ffia pgmcnr jttskJo orcle w&h your 

frrg&tjp Jo optan a i-ery base sindfiq effect (C2L TTus 
can become a tonei treatment by d^anc&ng jne chwcasr 
Pf^meml on tbe paper's surface with yxr hands Or nun 
a Ptondng stump (C3 and Cf>. 
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SFUMATO 

Charcoal enables us to create a drawing simply 
by blending strokes, which gives the drawing an 
atmospheric gFlecl, This technique ig called sliu- 
malo. Lightly blend the charcoal strokes when 
using the sfumato technique so that you retain 
the paper's texture. The only problem with tha 
technique i$ that due <o the absence of defined 
lines and strokes, which give pictorial effects, the 
drawing could appear artificial 



Some artwfs ns® 
charcotf powder to 
create smeoift 
padatons and 

scat] H-orti - . 
flpwdered charco# 
js Appt&J by 0*0*10 
Che powidar art to the 
popw With cotton mg, 



Ift tttfittttt&Xtuwe&SyOuCfrSnahowm 
afeiaspnent effect can be created jusc by twina >our 
fiaridcu'a.pteaeofetaibditertfwtfEj^^ The 

rrnttaafMKy pt ifts modMn tnafrte y<ZJ to tna&ry tto 
surface several dmes, 



SILrnef 0 is ised to Create pctcraf and 
tfimasphera: effects. 
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artists’ Chalks: 




warm and opaque 



Tio appearance and consistency 01 artiste' 
■chalks, also called conta crayons, are simitar tD 
thoaa of pastels, but they are harder and more 
oily. Artists’ chatte have a warm and opaque ap- 
pearance and offer the same blending possibili- 
ties as charcoal However, chalks are more 
■.table and can be used along with charcoal and 
vwth compressed charcoal pencils, 

COLOR VARIETY 

Strictly and trocMionally speaking., artists' chalks 
are limited to the following colons: white, black, 
sepia, bistre {dark-brown}, and sangu^re (red- 
hrawn). TTw color tones perfaclly baianca each 
other end make thorn especially suitable tor 
rrionochroma drawings, which relio on harmonic 
shadings and gradations. Artists' chalks are ideal 
lor medium -toned and dark-colored papers. 



Artvsis ' chirks are eLainWa id 
various cotor* arid are perfecf 
tor creating tended shades 
Thor OOSt rfKiftS W seen 
whon nap rt'od an nwdum 
toned, imitrst-cdored paper. 
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MIXING 

Be*rg thai artists' chalks aie son. they Wend 
oas. y and create beautiful color combinations by 
either robbing the strokes with your finger, a 
piece ol cloth, or a blending slump. Because 
they are ness powdery than, charcoal, they can be 
mixed by laying one color over another, allowi ng 
the colors underneath to show through. This 
technique win enable you to Find different values 
ol gray (ones mom easily— it needed, the two 
tones can then bo blended by lightly rubbing the 
strokes with your fingertip. 



f&xxiry m iftfctes rtiih 
a Mending stump. 





tourtr two ways to nten stfy chalk tones: tj) mcmass 

To- praasim on- the ertaft sfxi or /fj direct rrWiy. 

Ah '. .' i a ’a iJrj-.T orer a prwtmjsty tee# down ccitor and 

pr^s until buffi wO? fliT? bonded mfo S rrmxl BDfcC 





AS yChJ COrt <W4r- f/W ^4%iW JMOrtff 

densely (nan c AarM*. To m ttghnsW shadow ^ 
niensa senses. (C J gradaims. and fDj vwVte dlaA 
OLrtfirws on dam snsdngL 



EFFECTS WITH ARTISTS' CHALK 

Since artists' chalk Is more delicate Ehan chaf- 
ooai, ihe strokes It produces, are slightly less In- 
tense and much subtle*. Like charcoal, you can 
use the whole chalk stick Id drew,, teavwtg 
strokes 1 hat car be easily modified ar a blended. 



to the desired auto. Then, begin to make strokes. 
ixftHng the stick lengEhwae. Use the point to 
draw (he outline ol the model. Fmail^ run you* 
linger Qirer the contours IQ Wend tfie strokes. 



Jrheberrechtll 




S* Liftfe by NEife, ih» filial shape is completed 
until me dorsal profile oi the female l«jj , e can be 
distinguished. 
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Sanguine: 

a classic medium 



Among artists 1 chalks and chalk pencils, wm- 
goina, dua to its unique characteristics, is the 
most commonly used color. Somewhere be- 
tween brown and terracotta red. sanguine is 
made of iron Guide and endures as a favorite 
and classic medium among artists. The popu- 
larity ol sanguine is due lo its warmth ar*d sen- 
srtjvfty to the paper's texture, In combination 
with other mediums, sanguine is al its besJ. 




Some e.ramptes of 
sanguine chair and 
pon&i slrufiQS apcMxj 
nttfi dftnrwn amounts of 
ptfcSSirtailnddiffiflrenr 
fiandposicns. 



A sanpL»nesf«jhe and 
Jme psr pfunurity ptio end 
tor. Thomtafio., it & 
necQBStxy far you JO get 
wiffl shading- tf 
you place (fie rangura? 
idOi S tor side on The 
pStfWrandftjrn ytu* 
KrtSf, yftj lvjO Sh» If® 
mienfsilir^ snadrtg mxi 
efSUCtS frtar 
oanbe acfteied. 

flem«T*eti lbs effects 
also depend on fne 
amounr pressure you 
30pty, 
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DRAWING LINES AND STOKES 
WITH SAHDUINE 

In order Id achieve Ihe best stroke Or lino born a 
sanguine Stick, draw a continuous line without 
lifting t ha poi ns Irom the paper. Extend tne line 
and vsey the amount of pressure to create more 
color intensity and darker tones. Then do the 
same with a sanguine stick pencil: Given its 
sensitivity to texture. Sanguine should not be 
used on very rough papers because the strokes 
will be fragmented. Also, try tb avoid shading 
toned areas. 



IWwn tis*ing wfih 
artists' efufcs or 

sanguna eftnof 
on tedded papers , 
these papers tend to 
flrsoK Lp sfrn*es 
and sharing'. 




the Olending stump: 

many possibilities 

A ^tending stump te made Irom s scrt pepef Tett 



p»i and pointed. h * used tor 

rgdfchns and blending. ©pending slumps pome n 
drHetonf degrees of thickness. Use the pptm tor 
darks ton« and the blunt end tor Itgms tones. 




Btendtfig Slumps am very usefid toahs tor the 




Id transform the drawing thnXigh the used A oton&ry Kfumc aftjwa yftj JO WJnff a toft prftffJhe 

Sdfl gradattofis and blended shadings. Blending a&m tf an xmosttwc WfifCt. 

aJfcjws you nol only to integrate strokes but also 



toe tones are gradated, a periec! representation 
cf the object's volume can be achieved. The 
blending si ump can be held m any manner; 
however using ft srtess-veHy wilt reduce a 
stroke's vfbrflrtCy. 







ftenri^ddSiB toe paper llaoffl 
corryjpeiisy turning an irregular shacJng 
info an ewsn one. 



OusUrfcr (he SJrofceJ n#»fi Oerxing 
Sluoip ipcAJTte to a fgure arad 

sevens toe trambQf} berVnse n Igtil 

WCttftrk- 
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DRAWING WITH A DL ENDING STUMP 

Btendmg stumps can also be used as drawing tools. To do so, rub me 
stump's point in charcaat powder until it becomes saturated. them, draw 
with the Wending stump. For darker i on eg place rnw? pigment onto the 
point, less pigment for lighter tones. The final result is a smooth drawing 



Thera are two basic blending lacruniques with the stump: {1) use the 
point Pot smooth, intense strokes or profiles and (2) use the wide, blunt end 
for wide areas. Your hand movements should follow the direction of the 
model's texture. If working on an undefined background o t plane, use 
circular movements. 



/ 



Btowtg surt tps gwe ar? svanescartr, ahtiosphenc 
cftoct to arry am wing Sooe it is an effect tftchnqoe, me 

drarvrgs do nci mqwrEr a high degree i^definP^ 
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Erasers provide artists with a wide creative fnargai (n which lo wary, An 
eraser can he used to clean an area, blend a sUoke. pioce light markings on 
a darker cotor. or draw eraaures on lop of previously laid ccion. 



EFFECTS FROM AN ERASER 

The eraser offers a wide vainly of effects, all of which ere not particularly 
complex. For instance, with the tip of the eraser held at a slant, wide strokes 
can be oblained: if heW upright. you will create Tine strokes. 

The eraser can also be used as a drawing toed In Itself, a medium lo 
produce Ime and lone quality With charcoal you obtain differeni tones of 
black depending on the pressure you apply; similarly. If® arasar works n 
the same way, although the opposite resufta. The more the pressure, the 
whiter lihe erasure mark wfll be on die paper. When lightiy rubfjed over s 
lone, a light blend is creeled. 



the Graser: 

a very versatile tool 
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THE KNEAOABLE ERASER IH 
CHARCOAL DRAWINGS 

Given IJial charcoal drawings rely gn erasers 
more lhan graphite drawings. It ts extremely im- 
portant that you know how lo use them correctly. 
When used with charcoal, the eraser allows you 
lo add details and introduce lighl areas. Hard 
riiaseni damage the paper surface and smudge 
much more than kneacLabte erasers . Praferebly, 
use soft, malleable erasers when working wilh 
ehaflks and charcoal. Kneadalrte pulty erasers 
are particularly convenient because when the tip 
gets dirty, it can be turned inward and mused. 




AM*e JttJrtt txjfig used to make white marts. erasers 
h™ miir- rtxofliflnf Otandng tre®. 



'A 





t. This Sequence (dUowS the 
eraser technique. First, white 
marks are made on am even- 
shadod background, 

2. Strokes with a graphite stick 
arq added to the light areas; ihese 
strokes will finish outlining the 
shape of Ihe pitcher and fruil, 

3, Finai!y h the light areas are 
shaded and gradated, giving 
volume to the objects . 



>Uvaps door? the 
eraser Oflftjfeisusvjff 
IT. Simply rub tfana 
doanpeceot paper 



krcWTg your 



JC « 






colored pencils 



a iove for details 



Cotorsd pencils are cJasn, practical, and assy 
la cany around, which make them an ideal medi- 
um for drawing outdoor. Cotored pencil lead ft 
made or pigment, a fining -usually chalk, i^c. dr 
kaofcn-and an agglulmant, usually a cellulose 
gum. Colored pencils are handled pust like regular 
pencils, but offer a lew o*y, smooth#, and glossy 
finish, Colored pencils aUow you to w>rk with the 
precision of a graphite pencil, while el Ihe same 
line adding color to a drawing. They are soft 
enough to create delicate shadings and cart be 
sharpened to draw intense ^id linear strokes. 











Cotorad pmofe a/o perfect for optical mixing. 



OX'/fti pent** can fie purer i&sed as sngferenois or 
nfitusdsefs. mrusdpoA, we ussrf -trusts' OuaWy 
colored pencils 
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OPTICAL MIXING 

The most significant characteristic of colored 
pencils is ihe sublte optica] blends that they pro- 
duce, This medium relies on the rich intensities, 
of color tores and or Itio ability to min colors. To 
Optical mix. 3 lighter color is placed On top af a 
darker color. The result is a glaze— a colored film 
that gives the etlect of mlxtixe. Remember to al- 
ways put down trie darker color first and the 
lighter ones on top. Ughl lores cover less end 
allow the base color (the darker £0*3*11 to be visi- 
ble, which Is necessary Ir order to achieve a 
thoroughly mixed cotor. 



Qofca^ mutnjj 9H.es grwl resiflg. |n order to 
achiave chromatic depth, nV* Ifis cobra (d 
A2 r A3} instead o f dkaw #>3 witfi njst a » 
cofenfl; 



Th() cobted perteff's: JtaiperMd p&nf 
and obirfy to draw pmgriisstaj vabsa 
3Sfe3iv r^*e vast te pnaiji/ce 
rssPiitipnwDh®, 
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There are a? aw# Junes at ctJioned pencil, h^CiSl' 
differences reside j»t Tfteir toud companions. Alftoogh 
porcon togas cary; e wray pencils pigment Js 
ogi^litTOlcd weft kaoin fa lypc of clay) and wu*. Oi 
penc/b am rfie mosT CO/rmjn and are a\&iab)e m Pard 
and soft tads -■-rJaesDflesi' stow ro cofcvrne 
mosf mslty. 



FI WE AND THICK L£AD5 

Tfwe are I wo lypes ert colored pencil leads, avail- 
able; 3,5 mm, vtfiicft are used tor special works 
that require a loi of detail, and 4 rmn, which are 
thicker and Ideal far wide end intense lines 
and strokes. 



Ty^ry prOdtJCe Hie*? JTW5. Wfsch 
contrast meaty on a coterwJ tjac*^rOund 
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WATER SOLUBLE COLORED PENCILS 

Also catted watercolor pencils, water-soluble colored pencil leads are matte 
with tokxing pigments that are agglutinated with waxes and varnishes. 

They have a soluble ingredient which enables Ihem to dissolve when water 
is added. Watercolor pencils were created tor graphic designers and illustra- 
tors, and only recently have they been incorporated into the fine Arts, Even 
though waiercoior pencils combine two lechnigues kilo one, they am, 
nonetheless, considered a mixed-media technique. 

Drawing with watercolor pencils r! jus! like drawing wrlh conventional 
pencils. Because of their warty composition, conventional pencils do nut 
dissolve when they come in contact with water: I hey resist It Watercolor 
penais, on the other hand, explode with color when waier is added. Hatch- 
mg wi ll vanish after a wash is applied, but hard strokes will still be visible. 
Additional colors and details can be added after the wash dries. It you add 
ihem while the paper t$ 9MH damp, they win Wend into the paper. 




ih £nra drawing, cofcraJ' 
ponds md watartolor 
pencJs were com tuned. 
\Wwrcx2o? owe* sirokes 
need r»f be rtiecftaocaf 
and E^rnmetnc. Nate tne 
frv. truck loss and now 
irie stapes of fhe trunk 
unatmnctmsOfO 
founded, producing a 
greet gtapNt- and 
chroma ft newness, 



'Jm 
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IMrfarccJbr panels have ita seme 



mww&. with a wet Ooisnsfrofee the 
pigment d&sched treating a sram th at 
brings washes and armtes together 
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pastels: 



drawing or painting? 



Considering pasters encompass bom drawing and parting prop- 
erties. it is difficult to link this medium exclusively to only one ot 
these twa disc ipiines. This dichotomy is due io the fact thet pastels 
allow for a wide variety of techniques, from lines to strokes, like 
those drawn with chalk, to blends and tonal gradations, which re- 
semble pictorial ejects q( gouache and oN paint Therefore, al- 
though paste E is applied like the previous drawing mediums we have 
studied. Iheir chromatic richness, blending effects, gradations, and 
tone mixtures place them in a category Of their Own. Pastel wCrk is 
commonly used to introduce painting techniques to art students, 
There are two types pf pasted: soft and oil. 



SOFT PASTELS 

There are three basic ways to draw with pastels; (It dragging the 
paste! lengthwise over the paper, (2 1 with the point, and (3) with your 
fingers. When dragging the pastel', the quality and intensity of the 
stroke depends enlrrely on the amount of pressure applied. The 
more pressure, the more saturated and opaque the color wilt be. A 
pastel s opacity a lows lor an easy application ol bght colors over 
darker ones, With the edges of the stick, Itie artist can draw tine 
lines, tor detailing, or thick strokes, for covering large areas. Finally, 
since soft pastel sticks crumble easify, you can apply the powder 
onto the paper with your ringer and create a mom diffused 
color stain, 



d- nch. chiWittfcr, and p itoridr fiTch, 
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Ql pastets ha* 1 * an tentum and provide a 



hmfer f&imr Pm 




stroke mat & mew sisprosswe, amoti&i less 
maskable. iton SOff pasiWS 




CCJtor sTrtjkiKS wffrt P-It 

wa* ;f»anvsfmay 
pm a so***™ &«*] .;»? 
JUponllirw Vtfiari 
/htstwg tfia color 
stroke mJ n a damp 
p«os of paper on 



Oil pastels are a relatively n 
tre*nfify popular among artists, given their ability to produce color 



similar to those of traditional pastels. but containing a combina- 
tion of ammal tat or wax pigments. Due to an enty aggWimale, oil 
pastels am softer, stronger, and less bntUe than soft pastels. 
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MIXING COLORS WITH OIL PASTELS 

While sort pastels arfe known for their velvety tex- 
lure, a< pastels give bold. Intense strokes. Im- 
ages created with trt pastels are ne * ibie enough 
to bo worked on; however. start wllh light strokes 
and lines m the first working phases because 
erasing is noi easy. Unlike pavits and Inks, both 
oil and soft pastels do not cover the paper very 
well, unless heavrfy applied, Hatching end cross- 
hatching are ekso Suitable lor the whole range of 



pasted. For broad effects made with Side 
strokes, you can overlay odors mors -dlrectfy by 
amply placing one stroke over another. 0« pas- 
tels cannot be Wended by rubbing, but the color 
can be ‘melted* with turpentine or whrto spins. 
Another advantage of using oil pastels is that 
they do not need to be fined, so you can bwld up 
layers dl odor without worrying that the top layer 
win fall Off. One popular technique with Oil pastel 



4 ? 



is Sgraflilo, ifl wtHCft one layer Of color ts 
scratched away to reveal another bataw. ThrS tan. 
be done with soft pastels, but tbs lire! layer d col* 
or will have to tie fixed — rl is a little more difficult 
and I be effect is not as good as wrttl Oil padd. 



Os half of rfts dtewnp was ma* rfry 

paswte |WV ana 1 ihe otter ha# was rtete wfifr 
OiffMSfdSiiW HWyaflWMfhJ^fWM 
twortJotfci respond re fAJ btandnsrefiecrs. fgi 
(cutting away pons & a SurfoOHoytr 
te*d5Cdea dflvwm cetrad bacfcptuiitf. (CJ 
dfrongi iTJji seumdrv |EJ rt^asfo iTncfc 
aedcsfjondcoferj. P) grastjtaia rt?,i 
erfu^fr^d^rfm IM) SupOrryKSfon 
d*i<WT3e strokes nnssedfccrs twvrvrt to 
ttechwnr# siwwfis^afev*^^ 
dtenantco&x, 



Stfiptoltemes can 
f»mi9rpr&KKJ LV-rb 
teghfeetort itycu 
wmran Stoner to 
cenfrasf with (te 
ground, wcrt m 
adarit'fon«f 
J t»ac*grt?und: using 
j fifrdiif cobs 






different 




rawing papers: 

different characteristics 



In addition la a ihwrA. tschrvque, and medium, 
paper is also a m^jor protagonlsl m a drawing 
Ttie drawing's final result will vary considerably 
depending on its COk* end whether it is smooth, 
rough, ihiclt, or thin. 



CHOOSING PAPER ACCORDING 
TO THE MEDIUM 

Each medium requires a particular type o> paper. 
Smooth -gnnod papers. with an exiwmoly fine 
tooth, ore hot pressed and come in a wide range 
of grays that manirrare the quality of Wends 
when working with- graphile pencils- Fine papers 
are also sutable for detail drawing wilh colored 
pencils. Medium-grained papers are appropriate 
lor charcoal and c ha;k work because they roialn 
the charcoal and chalk particles. Laid paper is 
traditionally used to# charcoal work its tenure 
enables the arttsl lo draw fluidly and 
blend shadings. 





4 Jra^h fj^per pmais the 
trace of the strata, gw? a 
pfa™fiifsd flppewance 
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paper w#? a tooth 

is mere appropriate for grapttteor 
ootoretJ pencil fraivrgs and tor 
mahflg sketches, 



COLORED PAPER 

Them am many brands of high^uality colored 
papers available. In order to create a vibrant 
effect, you shodd choose a paper color that 
contrasts with the dominant color of the drawing 
you are about to start. To achieve a harmonious 
effect, choose the closest odor lo the dominant 
color of the drawing. Colored papers are avail- 
able commercially in a wide range ot textures; 
therefore, you should remember the effect that 
not only the ooior but also the surface will have 
on the materials. In addition, colored papers 
allow for while chalk outlines. 

PAPER WEIGHT AND TOOTH 

The heavier the paper, ihe thicker and more re- 
sistant it will bo. It is easy to perforate very fino 
paper with the point of the pencil when drawing: 
therefore, low weight papers should be used with 
special care. Fine loath papers show a pencil's 
varying gradations, allowing for (he creation of 
shadings and for dear, high quality limes. Rough 
paper, instead, breaks Imes and strokes, giving a 
discontinuous and fragmented look. This typo of 
paper also allows for rugged shadings, which 
give the drawing a much mom atmospheric ef- 
fect. Pigment particles remain fixed to rough pa- 
per. in the grooves of the granulated surface, like 
small color specks. This effect a lows for the re- 
flection of the light of the paper, which gives the 
colors more translucence. 



Lalcpsperistramona/ty 
used tor ChsMOOr mx* 





A paper's (oaffi ana 1 
texture dofOrrttffW the 
friar result of a 

□ra wring. 





Me0ijm-grB>ned and rough w^emddr paper provide 
move tToerget/c skatings tp tn& drawing. 



rhe rtiedum rewre offered ty 
Das* paper fs idm' for almost 
dK of itte dy ftKftftejLroE. 
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brushes and inks. 



rawing 



with brushes 




is the first step towards 

drawing with liquid techniques In principle, 
working with washes and strokes is very simple: you 
jus! odd water to a color with a brush. Whether you 
are an experienced Artist or not. you will See that the 
effects offered by lbs brush and quiP pen drawing 
techniques ana closely naiaied lo those of drawing 
This creative medium allows you to com&ne Ime with 
areas oi color and tone, It can be used in mono- 



chrome or in multicolored drawings- Experiment with 
different pens. Try an Old quUI pen. a modem fountain 
pen, ballpoints. or technical pens. Once you are familiar with ell the possibilities 
this medium offers, you car- begin your study Of Color and US techniques. 



5 Mats 
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Despite mi? tact that the wash is waterajlor or ink. this technique is inti- 
•laled to cirawirg. Wash is a simple technique, ll consists of loading 
on a damD brush and faying it on the paper with various amounts 
of water lo acrtdve light tones in Illuminated areas, dense tones in the dgjfc 
areas, or grada; ons to blond in with the background. Before beginning to 
frtiuld media, we must learn the basics erf the monochrome wash. 



the Wash: 

a range of tones 




(Iriftttnps thru can ha 
qm jfc^ rundarecr. 
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TOME VACATIONS 

The lone of a wash depend* eninety on the 
amount of water added to Ihe cetor on me 




paten I? ine smaller cne amwtni or Winer 
added the cokw. the darter and more 



tramparatt; this mahea il nosy to itnply that 
while does mot axial in the wash technique, 



Fiber? a3tf (*efef to (he mtmi sran, drag^ng tne OrusO and 
edenting 3he Hrash. 
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EXTENDI NO THE WASH 

Wash allows for wide and rich tonal gradations. 

In order to create these gradations you should 
Stain the paper with a very saturated arid intense 
color. wash the brush with water, and than dis- 
solve the color over the paper, As it slides, the 
color expands through the dampened area, since 
the water on the paper transports the color, As 
you extend the color, the lone turns, lighter. The 
more times you repeat this operation, the lighter 
the tones of the gradation will become. 




1. This simple example shows th# easy execution 
on a wash drawing. First, draw the outlaw ol 





irST-en wortvrig wflh 
wastes, (l is dVroys a 
£oodtf*oaioAjw3 j 

piece of doth handy to 
iwicnxt any ereass 
vrarar; rhs ivtf ke^p rhe 

SlmftQ from spriKKfirKj nP 

over Ifte paper and 
tJSinp precision. 



A VERY SIMPLE METHOD 

The best way Id learn how to exlend a wash is 
through practice. Start with a vary simple exam- 
ple: a pear. Attar making the pencil drawing, the 
first step will be to outline the fruit with the tip of 
iba brush, with a constant and continuous brush- 
stroke. Then, apply a vary I ight wash m the inner 
area of the pear, leaving a small white space. 

This space will be the reflection, Belore the wash 
is dry, add a second wash, with a much maid in- 
tense tone. When painting aver tho damp sur- 
face, the tones will mix rapidly, Squeeze the 
brush end help distribute the tones with very 
light brushstrokes. 



3- Finally, add new odors to better defino tho 
light and shadow effect on ihe fruit. 



Urhebern 



2. Then, with very diluted washes, begin to slam 
the inner section, extending the odor of the rnrtial 
outline. 
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ltais/t arttng efinMJB 
(■ f B . : j. r Ts! lb <A* th >i j a 
ndi vanefy & Aims, 
rowjujfflfttsflm 
csortjv^jj, siitf^dditirts 
3A) fcjfciirVUJrH}, 1 r-:i 
apcta&afefy /epnssant 
Ifte vavous p&tbs aiMmt 
landscape. \Mch n 
casff ca SKiOMSSCfT 
of njbfs wl#t a sna# pP 
n ttv LW** (&ri 01 Jfw 
draw* tg. NohcettMf mo 
fcrtes (Mfli^ieiTje^ pxft 



[ Tfo tumidity of Itw 
\ papP wf cause the 
; co&s to&t&vJafxi 
! C*?irSUjfe 
j gradate™ 






In wash, It is very important to be able to manipulate me brush correctly, 
being that it is Iho most common drawing tool for liquid techniques, AN 
though wash is Classified ds a drawing technique, the brushstroke is the 
mam medium used lo create stains, values, and strokes. Due to 1 he rapid 
absorption of the brush, no other medium can compete with it. The brush 
ompn'osscs movement, light, and atmosphere; however, the artist needs to 
rety on his or her repertoire of techniques and ability since wash cannot be 
corrected and the addilmn of too many lines w-ll create contbsaon, all of 
which will damage the end i£$utt. 



BushstrakB aYcvvs- few 
rqpel 1 strokes tvftfr ertbsr 
fl frm ir wOvyiritT (A, B, 

Q. washes artffitea 
tjnd ts or tonal effects can 
bo opption. rwgo 
fth gradWSbro to dry 
brush rttyueafons \D, L 
F,G} 








UNE WITH WASH 



5 / 



It (S rMCBS&ffy to ha™ a 
variety of brushes « 
order to achieve diverse 
ortshstocJto orte. ete 




f?» brush eiaftfes 
you to ornate toe 
oWhftbn of a star* 

sffwuetM tom a 
stfwjto si.m as wert.w 
to ouflrto toe contour 
at toe shapes from 



FROM LIGHT TO DARK 



Brush drawing begins Irom a completely trans- 
parenl background in which The value work is al- 
ways made tram light to dark; inis means that 
the tonal additions should always bo made to Itio 
lighter tones, and not vice versa. Therefore, it is 
extremely Important to establish from the very 
beginning the work areas ol (he drawing. This al- 
lows you lo obrai n an exact measure ol (hg gray 
tones that correspond to each area. 



Among (he walareolo* techniques, linear wash is 
closer to drawing than painting because rt has 
the same characteristics of drawing; mono- 



chrome value; and the comfcmatiori □! strokes, 
lines, and shapes. Through wash you can come 
to a truly drawing-liko understanding of the mod- 
el, alternating the brush slain and the line. Be- 
cause or ii^ purely drawing-relaled character, (he 
wash enables you. besides applying chiaroscuro, 
ig outline ihe volume of shapes from, the direc- 
tion ol Ihe stroke on the darkest areas. 



If Irt*j /nefcv jrysXing stotos vutt i too ivush on 9 

drUTyn Pa^groivid. rh° tfm Wilt RJipflniJ, producing 
wterQsvrig petonar effects H L Jf. 

Washes on a damp surface produce atwospheno 
(ones, lyse/tw when pining rwty or foggy tandscapes 
f K, f-, Mi. The same a«5*Carjon of wash Over a chy 
surface wtf produce more Oleosa .s*noJtos, rtfiere toe 
paper's tooth vriti reman- u'sfofa fWj. 





K 





J 



• e 



M N 
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nks: 



strokes and effects 



■ he stoke is the basis of drawing. From this simple gesture on the paper, 
volume will be constructed by modeling the shape, caressing the paper with 
the medium, or simply by drawing the shapes with a clean and direct stroke, 
If wash, as explained before, allows for the location, of the various planes of 
the model according to their tonaf values, drawing with a brush helps to 
make the object's outline stand out against the background by 
creating contrast, 





Black tn&a mins a more mjense dteck than titec* 
wafercafo has greater lcr& richna&s. expands 

mcreeasiy |A 8 , Q. 

Ytfien iJawm^wffiiemjsfr, snrWng id seams 

depends on/y or,- tne hand m Dvemenr and She amount 
rrfpmssLrttrsacDd on thenars (D. £ £ G, H). 







Once you LmdstsSand She basic 
prfnc^i^ofvi^andieifmn to 
runrito the brush, irou wf bo abks 
to produce miereshng skefcfies 
by cffTTOrWisr washes and 
strokes. 



A ftw and routs brush omars an jptefesfjwg stroke 
range. Supsrcmposmg fEicbinga of different CtiOrs 
creates bris&t anti OSteiftAbttoCtS ft, JJL 




THE BRUSHSTROKE 

The brush is a vay lleiiibto drawing medium and 
a editor la handle man mo quril pon.. You can 
roovo brushes wry rapidly end fluidly. H you vary 
me pressure on me tip ae you draw, you can 
achieve lines 0< varying wkflhs In a single Stroke. 
Vqu can easily shill direction by bending and 
rounding camera, where periods and quill pens 
would fail la dD so. A round sable brush in good 




in brush drawr>g you may um one or, a! the 
roast, i wo cdon, if more (ones are used there 
will be mixes on tire paper, which wifi produce a 
mingling Of Eha shape outline. This limitation in 
Ibe use of color is compensated by the tonal 
variations deriving from a 'higher or lower” dia- 
solution ol color in the water. 




owfrenf sfrofce postitflta actovetf tfrougn swing 
pressure and meflnalW?i pf the nara agarasf me paper 

(Ai A Are tvushsStxe wffl Trie -Druse's end 

IBs A ivOe 0013/15,10*® Oy prossihg honior On Ifte popw 

(CiAw*t& DTLi4ftjiw^*ryou Naheri me Pars egsnsf 
iheo^per 

{Df A sightly- damp bosh floored m short and tape! 
sfro*os wi V gve the lefima affect of a bmien One. 



^3 

► If row WOT* rrrOtrtJS fl 
| *roffJw*ca*K ffv 

i tttmkoswgivvfiaithe 
l paportgrpn. The 
! Crus.i n-rr noi 

► oesJy and iMt leave b 
t gfahLUatetJ an d 

l ttiscontmuous trace. 
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SDfnptBS ofaqtMpon 
and nk afcmwng: (}) 
parafe), (2\ zigzag 
naltting. |3j spkal 
dalcfwg. f4) curved 
hafeftng. (S ctcks- 
teticdrtg. and (&} spim' 
Eftadf}g. 
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Combined with oliw media, washes, whether made with watercoiof or 
with ink, aticw fof countless effects, which may make the drawing more aes- 
thetically interesting. In these next pages you wifl be introduced 'a some nt 
the most common effects that drawing professionals use to create texture. 



Washes: 

effects and techniques 




APPLYING SGRAFFITO 

Sgraffito creates while marks or stroli.es on dark 
backgrounds. This operation should be done on 
a recently panted area, white the walercotor is 
still wet. There are two ways to ■‘open" these 
White strokes- One is scratching strongly and 
firmly, using Che edge of a brush handle; the 
other way is to use the tip of a razor blade or 
cutler. The strokes made with a razor blade wilt 
be deeper, thinner, and more intense. 



Sa* produces ffw rKflesl 
fes-TuTes. Sjcrffwir? safl on 
tf<e wef was* and war? a 
few mmrfBs unJV you 
begun to srw movks 
ow ihe surfflte. 





Sfflatrafflxx/^pr water JTeifiaavefirJxbnrrte, and 
ajcct»nnuOcr3 rraee, wfucd w4 gve an nfm? stng 
ia r i* u/o aflteef to yourrTawng. 




If you paint a regular, rmMons wash and. while it 
Is still wet, spnnkla a lithe bl of cookxig salt over 
it, you will see. as the wash ones, the grains of 
salt absorb the pigment and produce interesting, 
Fight Wended stains. Once the paper surface is 
completely dry, you can easily shake off ihe satt 
grains. 
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T Tvs tfa*M!g us*k mbh nsw^s to grv$ iv.xt.iv to tt>& 
Saiiage ar<d ft}m?tn& pftrfifcs. 
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MAftltN, --.'.I,-/. iVIHf^ 



professional 

stroke.^ 



r 1 



One of the main 

challenges for the beginner 



4 is drawing long and continuous imss with |u£l one? stroke. People 
who da not draw regularly have i he haM of drawing in a static manner, 
placing llw hand firmly on Lhc paper, E»e same way writ*- 
The hand of a person who draws should not rest on the paper, but in- 
stead should move and sJide. brushing over and caressing the paper. 
The secret to a pnolesscmat stroke lies in the mobility of the hand and the 
forearm, trying to make them work together as a Whole. Td be successful m 
~ drawing, it is fundamental to acquire the afrkfy to draw cont-nua-us lines with- 
out lifting the pencil from the paper, la know how to hold a pencil, la tram tho movements of the 
hand, and lo master Ihe bask; strokes. Learning all of these Skills will allow you to obtain the most 
horn texture effects and will gwe expressiveness to your drawings. 






Urhet 




CO 



t 



raining 



the hand 



To readev a drawing soontaneously and wild a variety af strokes, you need 
to train your hand movements, You must also team the different ways to 
notid a pencil and how lo contra* the amount erf pressure you exert on it. 



DETAILS 

For precision and detail work, nofcJ the pen 
higher towards the end. Holding the pencil 
hand and. flexibility to your fingers. 




oil as you do for writing, but a bil 
Ihis way gives mobility to your 



held inside your hand, you can make wide 
3-sidQ Or up“and-down movement of the wrist 




Slanting the Pencil 



SKETCHING 

Sketching is the form associated most olten wilh 
a rough draft or a quick sketch. tt Is also the 
phase rn which the drawing is lust tried, espe- 
cially when workng in relatively large sizes. By 
having the point of the pencil slanted you will ac- 
quire faint strokes that are easy to erase. 




a '*5 degree angle wi 
omducc a very 
intense and regular 
clrckn. If you Siam 1h 
pcrdl more, say to 



MASTERING THE STROKE 

Any drawing beginner should investigate and be- 
come familiar with the variety of strokes before 
starting to work. Tbu can do this using the seme 
pencil lead, the sharpened point (for fine 
strokes), or she side ol Ihe point (for wider 
strokes) Simple linear drawing is the most diffi- 
cult approach because the artist has lo create 
tones and textures In the model without rescuing 
to shading or tonal gradation. In the hands of a 
skillfot: artist, the mere line is capable of depicting 
almost all ihe visual effects trial a drawing can 
Presmi. h the following pages are some practi- 
cal exercises for you to practice making strokes. 
Mastering hand movemefils, lines, loops, spirals, 
circles, arid ovals will start you on your way lo 
becoming an artist . 
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CROSS-HATCHING 

CrQ9$- hatching consisls of a series of parallel 
lines dossing each other at an angle. These lines 
can be straight and systematic, or (new and im- 
precise. The closer the l«es are, the darker the 
shading, which will allow for ditlaren t shade 
tonalities in the same drawing. Cross-hatching 
does not have to be done with straight lines only. 
By crossing curved or wavy lines, or doodles, 
you can achieve a wide variety of effects 



DRAWING LOOPS 

With a slight sianiing of the pencil, draw several 
loops swiftly, as if cracking a whip, If you do a 
gradation wilh loops without lilting the pencil 
from the paper, you will have spiral strokes. 






Vary the Pressure 




The m&risflv aid 
quaky ol me linn can 
bo changed and 
contrcaed accotdng 
Id the liard ness d Ihe 
poncJ. howsnaip't 



is, and the amount of 



pressure you apc#y 



SHADING WITH SPIRALS 

Some of the most interesting shadings and gra- 
dations are those made wilh small circles or spi- 
rals. Just draw smalt spirals, resting the point of 
the pencil slightly slanted on the paper and turn- 
ing the pencil as if cracking a whip, Filing all the 
space gradually and controlling the amount of 
pressure on the pencil witl produce a homoge- 
neous shading. 




t h 

I 



clutomatic 

drawing 

The most InteresLing wodts in any artist's port' 
folfl are usually found ncl in Ws or her finished 
Sawings, bul in fits or fter sketchbooks, Mists 
express Themselves m [heir sketches, registenrv 
in I hem the most immediate impressions of the 
worfd lhai surrounds them. 

Doodlns and random hatching Eire strokes 
made in a quick and hesitant manner. These are 
strokes that the amt makes automatically and 
intuitively, as an exercise m expression Mrsts 
usually turn to this technique when they have 
only s few minutes to make a note, to practice a 
loose, spontaneous stroke — with no academic 
concerns - or whan they want to give the draw- 
ing a more expressive effect. 

Mists use doodling as a form or shorthand lo 
include information their sketchbooks: rt 
should be developed in an intuitive, putting fore- 
most the spontaneous aspect of expression. 



2* Md new strokes 
to the previous ones* 
Ihis Iwne varying ihe 
r-sssurs and the 
width of the line Ip 
start establishing 
several values and 
the forms mat stand 
out the most. 

/ 

3. FnaNy. you can try shading - one or two tones 
will be sufficient. The drawing must ncl be 
completely finished: n Should remain somewhat 
sketched and imprecise. 
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Aitfomaflc i jwwg performs Mu case 
ibnetans; flrerc.'Erig the conbvt of the arm and 
anfiancing me a&% lo cacftre and translate 
the A* rttoctef. 



COMMAND OF EXPRESSION 

Automatic drawing allows imagery to be translat- 
ed to the paper through swift and spontaneous 
movements. A gestural drawing does not try lo 
describe the model in detail, but uses confident 
and wide strokes to capture its essence. In Ifirs 
typo of drawing, spontaneity emerges from the 
vivacious movements ol the artist's forearm, 
while the theme is translated through rhythmic 
and dynamic lines. 



Tho nx jured swftrass and' apontarsUy aflbw ma 
devricyrnlatf Of a vivacious and adirafn Jha 



The cfcflLtvHj suckaj nor be cornpfefefy earned 
□uf; H ihooia summarize (ha ffieme n a few 
SCtdJmjs and tend cambtnalions. 
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r 1 

improve pencil 
control. 




Controlling the 

pencil is important not 

Only tor these who s«e pencil drawing as an and in Msell. bul also lor 
pa ■■ nars , engravers, and sculptors A I ma s quality is an important aiemern 
m the finished wor\. The lines, may bo wide o t line, stralghl or wavy, with an 
endless u ivortity. Only in technical drawing are ttraighi imes with eonsistenl 
widths essential. The weight and width of the lino, its fhjkJily and its du r at- 
ter. whether continuous or discenUnuous. are alt devices that can creale di- 
rective visual H usions In a drawing. 
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" r. r ' 

j ^ ^ * 

spirals, and gradations 

■ **oce you have leared the basic stroke® you art ready for bottoms that 
wrfl teach you to Cdfrlrai the dmwmg tool. Perhac® wool 5 moai difficult far 
the beginner is managing j firm atVJ continuous sTOke, In fact rrtSrry people- 
who have nsw drawn usualy makea l.n* with short. successive strokes, 
lifting i he pencil each firm, drawn) first &n« fine and then another and an.- 
bthec 1 he problem is 'hat they rest mw hands on the caper m me same 
way 1 hat they write The drtwrtg hand does not rtM pn ins paper: nstnacL it 
should more, slide, and caress the pacer 



m a smGLfi *rt*OKt 

Vbur Itsi peel wrt# be 10 iKOLMrt me skiff to draw continutittt ; n« without 
lifting the pencil or stopping your hand. To .»hi§*e this you w# Jtaire to ocrftf 
the pencil just as you wodd lor writing but a litt* h Mattel ua towards the 
end. Hold the psn&t on a slant; the more the sfarf rhe moraPuKt ■opger H 
and jiHOm your strokes w* wr Now. barei y craning me oamr or the Mtte:i. 
dm* Mmi straight diagonal imet Draw some r&mty am others lightly 
Try to make the space between the irtes. au«n Then practice hatemng wi tn 
verltcal and horizontal lines. Without Lurtung ‘he paoer .¥du«o Out still k«e= 
rig it verticar. vertical lines and then cross Tem with hophj™i lutes, 
try to leave me same space between m of me >«n«s. 



/do txgrwx* Hfvt ‘r ’m&H ' rtWJinmrf 

• - , r bn ab f it? tb ■■ ■ ' ,r rf ■■ > - ■ r -r .' : P <e 

'■ i. fijffcrp, r wid steady rwmrer. 



f - ' - :■ r IX ■- t’-.v vj » -nr-sff ;>* .±^ut\H f. '• \yr- -,W.J! m\Z ", . ■ jarsK«S rtiSX 

r tA ,.■■.<.■ ■ : ip rro«f Pie fr h ts <■> f'- ■>■* s {* • ) tr * w jare we they fajve ,r c»? 

pew ■: ;■/ iV v - : AHd .TO f f V f Jifhwsri 1 !*w W* Vrtfi pw rf -:r-'S 3 * ■.*■■ Jt-r v « \ : m c<w 

i . .. v. ,V ■ ‘r. I ft li? If f ;!■ r.. r-y^d r 

•r '•"•■ * -r t ••••' -■ "■■-■■■ 
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FM n Ww gecmaWc farms ivrffi risgonifr aod honwttf 
fries, and wKfi spvafa Up attune daulBftfy n ctyisrcrtng 
thecafculatedlne. 



LINES AMD GRADATIONS 

Maw draw a Series of simple gearr-etnc ronns of 
dflewit dimensions and fill mem m wrtu the 
halctimg, loot*, and sprats that you developed 
on the previous page. Vour goal a to draw mem 
uniformly, Drawing squares. circles, end rectan- 
gles or <*rferenr sizes, repeat ine exercise again 
cut inscribe withun I he rorms several gradations 
ot vanous lengths, m diagonal, vertical, and hen- 
zonlai directions Repeat ihwse ensrosas several 
times. Be aware mat by practicing you wia 
achieve the control oF the line from beginning io 
end. which will allow you Ip be confident later 
when drawing forms. 



Aiaihr^Jweswig 

flMeroseoonsfifsje 
da * tng andes and 
Ota's ns eft? squares 
and/etrartgfe frs 
rftar you 

Pogn arttfertpshe 
smote on tne same 
pom. The 

crcuvfBf^ncB sflotAl 
De ported add 
witrxxrt itifamjpions, 





iUonPe iratSiionS wtUvn Che geometric farms. fxMng 
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in drawings 

The simple linear drawing e die most dlfllcua ro 
draw b Murt the artw has io achieve the to mn 
imd ledum* d The model WrthOdl iWSOrTing to 
Hhnefrog nr tomU y ariahon In a skrflful artist's 
drawing, [ha line ilseH should hit capable of de- 
scribing the tarm and the velum*, as *eHI as rha 
contrasts of lights by merely connoting the * 
ruction o< Ihe slruke. 




THE DIRECTION OF THI STROKE 

Nol mrfy is the irllermty and Ihe width of 1h* 
stroke important when rt comes la <frawing. but 
Also the direction ymi tftve to I he stroke in other 
Words, the way the knes are drawn term the par- 
tientar ledum at each object Lines are also irM 
Pul to pi press an obiect s Shading. Drawings 
seek (o represent the "roundnesa" et objects, as 
they eppeer In nature Ol course, this raters not 
only to spherrcel terms, but also la Some curved 
surf (ires There rs A nil* among artists: “The di ■ 
fpctlgn ot I he sliufco should envelop. follow, and 
t’spkam as mudh rs possiWe, the volume oT lha 



A STROKE FOR EACH SURFACE 

When enaly ring e model, you should keep m 
HTind (lie dkeclkn <?f ih# hops at ail times. In 
other words, on flat surfaces the stroke should 




ShokES iWosarir anotMef'3 npume rht 
nronsif,. and wofft :ne str>e sfoJS a/so OtescrOe te 
fOnn 1 varatori .here am some asarroies a/ strew 
fieumefrafhgiJTeso^^ ptn^ &i rrea^waref 
fae posm, the inns rnocud tie siragrtr. ji nJc on d* 
$pt*m and It* cor* thay srtuC t» orntl 




be strain, is’ curved surfaces i( should be 
curved f or *v ample, m a drawing of a wheat 
Md vehx^H lines wpukl morseni grass and 
some would r^yesent [he vegetation's 

t ash ire On the other hand, in a drawing erf a 
[ysrse to?) hatch^g would Successfully build 
ug H'e vokim* of the fkyys and walls. Cki cyfcn- 
dr-c# fteurwi the stroke shooed envekjp them. 

V fl'hl kf’^T' '-"*9 gv* Ihe natural appear- 
rtrve C’t pwoc*e anil arvrnal hja Also take ntg 
rtrcOil-H that sl’O’en can he gwxflrt Unpethw ci 
screed Cut to -T d *W H h^’l »>d VmdCW. 03 Wei 
fl? thf rtveciTs tedch# 



ftw hosr wjv To i/Ttfanfapd ;no gi 
vud rno ts trough TiM tfm&r.cn of \ 



ra 



A STROKE'S FUNCTION 

The function of the strode wUI vary according to 
the artist's needs. It sen be used for shading, 
modefing, or toning, or it car have a purely de- 
scriptive ornamental role. The combination ot dif- 
ferent kinds ot strokes in a drawing creates 
different planes in a drawing. A well-drawn 



stroke recreates the sensation of volume in a 
drawing. This hefps to understand that in nature 
elements are not simple spheres or cylinders, Out 
present very irregular forms composed ot 
different segments. 



a strefre shotAJ rwrtr 
be broken or upper 
WMrSffi.'Alsa 
ynnocessary 
repeated strokes 
shotAJ be avoided. 





C 








tWien drawing a 
meow you sftaAJ im 
aware of if® direction 
onto: stin )*es b every 
aw; 

A. A fkrifomg sfrotw 
for the vegetation 
B Spirals Id recrertie 
cftipnafiftis cfcwos- 

C. Curved 5 £td«;b 5 fo 
increase ifie 

vafurrw of trie 

rocks 

D. Watry tons s on the 
raoiS 

F Intense pamie) 
stioftesrnfrw 

shutioTf 

F Straight 
perpendicular 
SbOkKKOti the 
taped? 

G. soffotcdte to 

sijggesttmtmes 

fotog 0 



G 
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Oatching is a technique that is used for draw* 
areas of tone with fine., parallel strokes. The 
closer the strokes, the deeper the tone. Similarly, 
the amount of pressure exerted on the pencil will 
datermrna the intensity of a stroke. Hatching and 
cross-hatching techniques lor building tone. 
Practice d rawing them., since each one provides 
a different Finish to the drawing. Graphite and 
mechanical pencils are ideal instruments for 
hatching. There are several ways of making a 
type of stroke or hatching, according to the ef- 
fect you are looking for. In just one drawing it is 
possible to use several different hatchings, alter- 
nating shadings and colorings. 



Success^ srmKK 
create tetcmg, wt\tct\ 
cjivos vofume me 



f^tohirgs can madtf 
turn * ie or .[ hfc* sMok. 



tfwsirokffi appeer 



latching: 



possibilities and combinations 






Hr thing can censor erf 
straight. curved, or wavy tones, 
the hporfanr ffw# s ffie 
tnnairssiM. 



The bn g/ resftot of ff» 
fMfrtkiy depends on fwo 
Gasic taefors. ifii me ihtensfiv 
and the ffucknass- of the mo 
and i'BJ the space between 
fhem, 




m a good drawing, A « 
assonfial to vary [he type of 
strode or heichng sccwcfrng 
to the surface texture y&u 
rt*an? to rrpmciJCe- 
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CROSS-HATCHING 

Cross- hatching is a series of parallel lines mat 
cross each other at an angle. These tines can bo 
straight and systematic w (ree and imprecise. 
The closer the hatefirng, the darker the shading 
will bo. Cross-hatching does not have to be 
made exclusively of slight lines- Crossing 
curved or wavy tines o doodles may also 
achieve a wide variety ol effects. Likewise, yoy 
can modify the tone by varying the angles ot 
the lines. 



,i. 



I 



A 




Bstow on the oght-hand sice Ot mis pdQO are dfter&W 
sampfas Of crtiSs-batCfwig. C^pMrtdfri^ 00 trie ttogrw at 

nc#iaritm of (he tne and (he quantify of superfrrsxjsscf 
harcftrig, we haw*: (if Classing af art angte, one of the 
ff^oommoo^used; <2\ pe/penacutor croaty; fti 
dagonat ctassng at right angles; fit thote dossing at 
ngftJ angtes and d&gonaiiy; ( 5 J quadruple crossing, 
whicft avwnrnposfis a dtegona' go fte 



psipandcL^r oofishg; and ^ tr&O Crossing 






Ci 



7jf.tr a toe .vi, a( sarxi of 
jfw fMtchas jouhate 
hoon.sttiti^ma 
drawing. The ranetyOf 
crass'hatctiioos atews 
ydu to Obtain difttuvif 
gradations, tn.doros, and 
sortacm in a werir. 
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TONAL VALUE 

Tore depends on the amount of pressor e you exert on the pencil. Applying 
more pressure makes the tooe darker with less pressure the tone is lighter. 
Wilh or without hatching, each shading presents its own tone. Hatching will 
be darker il it is denser and mwe pressure rg applied to the pencil- You car 
obtain a tonal range from exerting different pressures on each tone. You 
rnusl also take into account that the stroke may be darker over the light de- 
pending on the pencil's hardness. Also, il you use a sorter medum, the tone 
of the colors will be mom Intense. 



Vatyng the omctnr at 
pressure Do ihe poncf and the 
rofcknessgfihe*ne 
ds»mrtB the rone of r he 
jifitficihgand natcrMig. *1 JM 
drawfrta jxjucan saea 
sample fFw yariahon p Pw 
ntonsty and m tha spaaing 
ipprosonl the diffantnl pianos 
ii me landscape. 





lo achieves ihree-dimenslonaf effect. shade win no os, In thta type of 
sharing the succession of juxtaposed' rings creates the Illusion volume in a 
Cylindrical object. The application Of this type of Shading depends do the 



I’Vhan aortanp wdb Ansar 
jechnques an cha#t, if e 
Dettertousechato 



prlate for sketching cykidneaJ of semcylindricaf bodies. 

In this example, the trunk of a tree, a cylindrical shape, can be represent- 
ed wfth curved strokes In the form of a C, The texture of the shrubs can be 
represented through free and superimposed strokes. 






E 







D 



T^viivum 

lU/lliiWAlJlh jb* »»} 

XBHW m*m uuMAm 
^ubtuntiaiuHaiuaujut) 



tffWpt 

mnmm 

fWAWMl 



A- Hr ej iirt*05 fctii^i ixn^ tacvM, A ^xxf oxonMJO is JO 
praetor ihis fuse ef cv*tin&y srrt*cr. 
a rbu *iW gratfraty cpfan) grerHer oonfrof of me 
sfficrte. A swOT wtvp-Hke stroke tfouitf suttee. 

C. When >ou Have enough p racfrce. you sricxJd tie st/fo 
Jo pert vj7j ttw ring spotes wtffiout lifting ihe poncA* 




D-H/s mporTflnf to procfKo snvol simftos, b&iajnlot, 
(tag&mi, eft. unWjouJx^ii^lheCfe^^ 
cyAndfflcai etecf. 

£L Practice any vanani pf the sTroir*, aftw^ys tahng nto 
account the nrifwisity of the stroke as weffas rts are 

F. if you m?«f to cJtiw or sketch ouck/y. us c a more 
carntTW 5fn3A.11 

G. TJXr nog stroke afcvtrs you to jxihj a soTHTfOn Of 
vtwme to a o^tjucaf bocy itnx^i dsutrikf pfjy of 
curves. 
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pointillism: 



a divisionist technique 




flcu'nWtsm of 

Pffftance. GdfaenJ tenaf arms am 
arJiievet i wrfft rrttx&D OtrfS Of by decreasing 

m distances between tftvn 



r Dlnlillism is a techflaqu* n. which small dels of 
color are applied to ihe paper in a way that* 
when She drawing Is viewed from a distance, the 
lights reflected on each one of the individual 
spots appear to blend. Thus a unified effect is 
achieved, which provides an attractive texture 
with very uncommon effects, in the pointillism 

technique tonal effects are achieved by combin- 
ing groups of points together an agglomeration 
ol different particles of different colons that inter- 
act. The quantity of points wiB automatically be 
interpreted as tonal areas by the observer. This 
drawing method became popular at the end ol 
the nineteenth century with the DrviSioniStS, who 
interpreted nature Through juxtaposing tiny dots 
Of color to provide the model or object with an 
even distribution of light. In monochrome draw- 
ings. tone] areas can be achieved by combining 
dots or small strokes of different sizes and spac- 
ing. By altering the sue of the dote, the distances 
between them, and The amount of pressure you 
apply on the pencil. It is possible to create a 
complete tonal range. 




tVitfr a very shiirpcrwo' p&td. Ortm and 

mlvfm pgefAlSJ SbKAng can Oe qtJatnea. 




Thu can omafe ftiriV vanalons fiy varyng tne see of rhe 
dWs, /ntonzifyng pend pressure, and Cemfwessj^J The 
dirts tugerhev. 



Gestural 

an 



and outline drawing 

Gestural drawing and outiirva drawing allow 
you to represent the model with linear.. sinuous, 
and carefree strokes. Artists resort to th(s tech- 
nique When they want to Iprm the rough basis of 
a more finished work or when they want to give 
the sketch a more expressive effect. 




- — - Wharf (Sawing a (antfscape, m stmmnu nearest io 

- ; : | . >t"v shorAfbe repmssrafed wrth more jnfqnjre, marked 

t -> y f { L ’ - strokes, white the sirotas shotito tte setter and 
tmpred»#j tfte areas farther aw?,. 




Random tote***} stows you So d^wrtwsrfrios on 
rep of cm another to describe (ha profile of a fwt f. 
Than tt\e artist sek>tisaftfw\prmiimttMc*w mtis 
mestdefrmg 



OFSTURM. □ RAWING 

Gestural drawing is madia with quick, nervous, 
rough strokes, which the artist executes mtuithre- 
ty as gestural training. In this type of drawing, 
spontaneity emerges from the vivacious move- 
ments of the artist's foneaim, while the theme is 
translated through rhythmic and dynamic lines. 

Gestural drawing is a good method with 
wtuch to begin drawing. Even it the strokes seem 
to be made in a nervous end casual manner, a 
certain degree ol control must exist. Artists use 
gestural drawing as a form of shorthand tp in- 
clude information m their sketchbook. This tech- 
nique could be applied when working outdoors 
or with themes that require the artist lo draw 
quickly, such as a landscape where the weather 
conditions are changing or a pedestrian area 
Wilh the constant movement pi peopfe. 



Look at the of (he Pstotfiorr ±n to® urban 

view The eiemertls m me foreground appear more 
sfreamrr^ardommomer^^ pwaa m me 

dad tgmund. 
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OUTLINE DRAWING 

Outline drawing describes the model through 
Hnes that outline the Object's profiles. The liflU 
can be compared to Ihe contour Iras In a map. 
ibwfteftlhc graded teies repi^eni the mkef of a 
landscape 

In a finished work performed with these types 
Of strokes ^vigorous, tins, short, or tongi. the IhcO 
are combined to describe a pseaaintj scene,, To 
attain a three-dimensional ettect In the conloxa 
of the drawing, n a necessary to vary the qttakry 
and value otlhe strokes An isolated fene may be 
ambiguous, but if its intensity varies, it may 
Intromit Ihq illusion of space or volume, avert 
■a hen usee only as a Contour. Widening the Ime 






may irdcalH Shadows or praxlrrriEy to the viewer, 
and a Ihm lice may indicate «ghl and distance. 
Success n silhouette drawing has to do much 
mote wmh Knowing how to observe than the act 
of drawing Hiatt. This technique is an excoKerit 
form of training the hand to intBrpnal what 1M 



Guana oramng bmgs fr- ‘ : a 

rap 's CO"*,**' atop, hn? .vnrs nor 
JrtV dtDmtKi trip crvfitj of J w fi/jw 

fiur alter ffw txxOu fiejwuurt : !*; %W 
*xJdair. .niees 





Drawing 

proportionately 

ObjecEs Dial are part of an ensemble require you to study their 
passioning in order to construct a proportionately balanced draw- 
ing. We do ins by first setting up 'braes" to define itie hexjhtand 
width of the different objects inacomposrtHm. You could call this 
beginning phase the bullies sketch; it will be used as a preliminary 
composition Ihroughoul the rest of die drawing phases, 




A ft pood 

St lJ !.rl' f if totting fit\ 

(XaOCI. By riVrfcrVj 
tttfs a: il& osnws, 



SYMMETRICAL OBJECTS 

To leam howto draws well-proportioned symmetrical ofcpci, you 
wdf draw a cup as an raempfe. Positioned in front of the cup, first 
draw a line to define its height. Mark with line segments Uw upper 
and lower limits. Draw another line across the first one lo define 
the cup's width. Again, mark with two segments the cup L s outer 
borders. Connect the cup's border segments and height Foment 
wrth a perfect etipsrs. Extend the outer barrier lines end draw a 
square: you will draw the cup's form inside the square. Draw the 
body cl She cup using the vertical late as a reference. Finafly, draw 
the base in the same way you drew the neck. This method is ideal 
for drawing symmetrical objects (bottles, cups, pitchers, etc,) and 
is very helpful in drawing still-lifes as well. 

in the rinssl drawing, try to use tf» least number of Isnaa possi- 
ble to define the posit joreng of each object 



atxtwxtiP: yuu 

OT^in I/.50HA' 
.'CiS'-ti-J.re pTb-it from 
WA»J| 'V tlMA- f.'Jlf 
ol>er:i'E cmTOrr;. 




Iftrj la*' io tflrjrw Of- vij’lti.1 irl prupur h*'. MJ f#VT 

iffBH sttfrgb! TO Jp tttffowtte? olyscf s hejghJ. B) Then, cross 

TO 'rV'^.a' wrsfj s horportfiai TO ro tfaflw Yep ot#?a S wxJtJi . , C) t irtWMf 
r.nn tnns to •Hm- n squnro \D.f L-Vhcm ttm nor isanfal .in.1 vortxtai lines 
roots, {finnan oreftr wvrfn die utipsis j- TO (mkw /E) /Vmfy you 

.:';irisy haw? hi sas^ Jfw jEmrf^r L>j?J0rw s^rtTOh. .■if'earuHrw !Ne cotUncifs uni 
uni a ftandto ro finish mr? tfraatng 
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To draw an object. it is nooaasary to underatand 
its struclure, For inis purpose, It is often hatpful 
to dra* Ihe object as rf rt were transparent. that 
is. Rawing the parts thal would t» hidden fn*n 
the observer. This allows you !□ study more easi- 
ly th® abjeci's structure as wall as, its torn. H is 
□Nvaya easy to first place forms within I to con- 
tent of a square and Wien develop the drawing 
iator. 




Qceatwrtity. an 
oqrtm centaurs 
SrtWtfn3rt»CiP«d 
m. since Mrs ooufeJ 
spoil tt» JransiTitm 
befwean ^rare? 
Shadow. 



Sarflnp from a vertical aurs wl afcw you to oblan 



mwginwtmihaQt&cTsa^tmisi&f&itrsagQtxi 
method ta sfuty and l ndersland tfw internal sirucfUra. 



r r 

Start*# a uripfe gBomotpe t&m &iabfa s jou to 

wnstrvct this ea«a chair. 



\ 
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has been drawn, you can begin 
lo work and bulk! up its texture by drawing the profiles and emphasising the 
Ihe object's contours; do not worry about the tonal senes at this point. TOu 
should work with soft lines and strokes that can be easily erased In those 
nest steps. 



Strokes 

and profiles 



REAFFIRMING THE LIKES 

When ihe external part of the model is complete- 
ly finished, reaffirm Ihe lines wilh a much freer 
and firmer, but not too rigid , stroke. You win see 
tftai Ft Is easier to accent the more definitive lines 
when, you have drawn a previous sketch. Now 
you can begin to superimpose different strokes 
on the previous ones to matte the Forms more 
concrete. As you continue drawing, ihe lines will 
be J irmer and more intense and will define the 
forms with more precision. 




Ot/Jftne statctas are u’suaPV' nddfeti with lines, Thar o ve 
too mticrt nfarmsflm. jsgmer.WMS evwt coiUrjatictory; 
soffenecessoo'iocfaan rbepraflosL 




After the mitM farm of tie otjecr fias been comfUafati 
you men saiect fae mas (tat netne (he rftuwing 
aodecoenr mem wsh more nrense strokes 
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PROFILES 

After tfoo pre 

prafJes and build up the tones. Do not make the m istake or drawing ihe 
whole object wrth an intense stroke, only the zones that cteiine the object 
have to be emphasaed. When the outline sketch is considered definitive, 
you can Start superimposing different strokes on the previous outlines to 
make the lorms concrete. Remember, the strokes you are thawing represent 
thMj different borders, internal as welt as external, of the theme. Using pencil 
gradations will grva more Ehra^dimensionaJ character to the object as well 
as present some diverse slrokes. Thicker lines wiN make Ihe object aland 
out from the background, white finer lines should be reserved for hatching 
and for the object 'a Internal details. 



After frfcshrt? fhe ouWra 
SAdCh vafh SOflifrtJreS 
(haf caw be easty erased 
>rxr need ta accent tea 
drawing wth mow ■ rten 
steles. 



CtensmfpnjSbSffe 
Jbsf f there are ftte 
many strokes, tt u 



sacreese. e taw. or 
I a sfradow. 






t ftlr 




MS 


¥ 1. 




hj. 1 ^Si,- 


iU -h ui 
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andscape: 

controlling the stroke 

Tha following exercise will demonstrate how to develop rinser 
hatching and shading in a landscape, in this case a ciiff- 
Combining these tonalities aHows tor rich irensitiors between light 
and shadow, it is gratifying in draw a landscape in which you have 
to represent an object in the foreground, where the observer can 
clearly see its texture. You oan create three-dimensional effects in 
a drawing based on haldiing made with directional strokes. 
Frequently, you can include Strokes that go across or surround the 
model to Support the representation. 




2. One* you are satisfteef that the proportions 
are correct, reaffirm the imes and drew the 
contours and basic forms of tho plant In the 
foreground with an HB pencil. Do not worry 
about the details: you must concentrate on the 
general structure of the drawing, 

1 



t. The first step consists in dividing the paper 
info tour equal parts: this will make i he layout 
kis fir On this grid start sketching the plant with 
an H pencil The sire kes should be lighl in case 
you have io correct them with an ereser. The 
cliffs in lha background are lightly sketched and 
laid out. 



I 

L ' - \ 






Tttfim^gsofthe 
otyocTr. frluazna an 

die firer plane stoutf 
be more fa arise ura 
deAnod jnarr to 
the f jfthor pimes. 
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3. Eiart Shading the plant m the Tdfeground with parallel hatching. Than 
proceed to shade the clrfls and eoafftlina m ihe background plane* with 
Hosa-hateriirvg. In the finished work notice the quality lhat can be obtained 
by drawing with l«es only. These lines are combined In a sMM way to 
create a ihree^irnensionBl Illusion, suggest lexti^e, and haw a range of 
tones. Observe below the different types of strokes used in the different 
zone* of the drawing. 



Q 






Pfa&tnQ a nart ) cal and 



betbra start 
worfong canbe/pyou 



pjscurtgiheetenwnri 
on ihe plane nt the 





a theme: 
selection and 



Oompo- 

"CfUWW^ FfWM LIFE *S MOT COPYtHG 1 HL OELtC-T, &JT fVTI MATEFLHJZnG YOUH OirtN SENSAtlOriS, "VtO THINGS THE flnrfiT' POSSESSES SMHT 
WDBFJUh, HML TO I'CJ* UCHOTHCH THEY ShOllO BE DEVELOPED AT 1HE SAME TIME: TVS SGW rHPOUfiH Wl\lML WiWNft AND 1H= Bfl*H 
thflOUGH 1 HE LOGIC OF r*HlAM7£i> SF*ti*TOfcS ' 

PAUL CtZANME AUTawOGftAPtitCAL NOTES 

sitior 
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selecting a theme 

everybody has the 



ability to find 



in any theme sometnng that is atfraordnanry significant. This 
is the skill [hat transforms a person into an arpst. Hgwwer, select- 
ing a tha me is not enough; it also has rq be presented lo the ob- 
server in, an attractive and artereaEing way. The r e are several 
factors that you Should take inlO account if you want to I urn a 

model into a visually stimulating drawing, among them: observing 

jiyTseiecting an interesting pomt of vp ew, selecting an original Irarrnng, and compos- 
ing [he different elements within the drawing. To develop these factors, look for drawing 
themes in your natural environment (a nearby parti, the Street where you live, the plants on 
your Da cony, ale.) and study their composition and values. If you sketch persist entry, your vi- 
sual perception will soon heighten and you will discover 1 hemes that for others go unnoticed. 





Composition 

and blocking in shadows 



Composition refers Ip the way in which e 
theme is presented end laid out within the eHJtw- 
fifrt planes at Uw drawing. Before you begin 
drawing, you have to break down, sketch, and 
evaluate the different elements in the theme end 
try lo understand how each one balances the 
other for a we I arranged drawing. Thmk of how 
the cbjocl dr model wilt effect the Overall- draw- 
ing. Bn orter to compose, you most Ifcst team 
how to maka a nough outline, A rough outline is 
th# first slap that an artist takes lo define the 
lorm of the model, its Emits, and ita proportiona. 



BREAKING FOHM 3 DOWN 
INTO A FEW LINES 

Ail forms In nature can be broken down to a few 
outlines, whether it is a chair, vase, jug, or tree.. 
You will see that these structures in turn can he 
reduced to spheres, cubes, and cylinder*. This is 
a good starting point lor a sketchy thal h, to 
make a rough cutfcne of the model or oblect on 
paper, a rough ouflkve is not me same 33 con- 
structing a frame into wh»ch ihe whole subject 
will (rt. The artist must know how Id identity the 
most important basic shapes to be included *1 
the rough outline. 



The bcsr approach it consfiuctns a rough dwlfete m to 
start **fft srttpte 6lx*s ibcotes) a crew the 

Lwns. ihiose terms: shouW be Sirpte, tor. and «ry 
Case 




iby tn&jaj teem nc* to break dbwa oewets into 
gesmef.niytf fcjrms. here aru imee eremplB,' \A} a tasu 
nrffl a Sowar araar^emetf can be reduced to or 



■inverted ttuptmxl and d cfcunfef snee^ 01 a/ug can be 
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Observe fflase JWO dramas (ha tMftranca twfween 
fl 5 JnjcJ^.rciuf^a^fl^Tseon& (A) The strvckretf 
Dori r jf? atoivs you to andfyzs toe farm from a prei'faus 
stettto ©J The free a^tine dKfers from mo Am OTO 
because- you try IP ctoaw foe farm dructfy wfchcuf .1 
pP5fi'oL,.v rough pufkn? of (he cAWergnf toms. 




DRAWING WITHOUT AN OUTLINE 

You can also begin to draw objects and mod ala 
without the aid of geometrical forms by instead 
drawing a general form directly and repeating the 
process until you achieve the adequate form . 

The strokes must be swift and spontaneous. Try 
to indud# composition and proportion at the 
saroe lime. This kind of quick sketch will help 
you understand the model's form end will help 
you later in more developed drawings. The kies 
that define (he conieurs do not have 10 be fine 
and elegant; they can bo broken Iras. To begin a 
a drawing- without an outline, it is besl iu draw 



pane*: of dtffearwfl 
hardness to vary the 

width as we? as toe 
intensify of toe sirtska. 



shading every form. The lines may be reaffirmed 



you should give form to each object with only a 
few free strokes. 



i> >:■ Ate outrrK.i afldws you to be toss cOncemKf wrjft 
; -■ -v " "'.r ■£ ar^J jwoS tow tfrnwv^g a mra CKprrassve offecL 





Drfzci t3Lrrtnv>j, etohouf 
geomsUncaf .torms, to 
rnore OOfirtajyjaro far 
srnpto cxjmposfffans to 
CMS srdfiipto, ir was 
UoiJof fa d£>vt*y? a 
stfuctumdoultmirt 
oftief la avoid emtcts n 
tm tormandaytwJ 
arranging toe ofamente 
rtzpraportionolely. 
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niu ouffrw SftOuU SrtlilKy Ihe rtlticfcf tfrio 
gGOfTOfrastf Homy These fams nr* prow* PW tetfat 
oompcsilion of the ansembte. Here are two eranptes, 
mwffn itianguiar' conipos^^^an(>ffw wffft a 
orwtororv. 



ARRANGING THE CLOCKS 

After you have broken ihe objects or model 
down to basic geometrical: forms, they must now 
bo arranged within the drawing. This moans that 
if you (it the model completely inside its block,, 
Eho drawing will bo limited to that particular ob- 
ject, thus creating a concise rcpr&Mnlabon. 
When the model is composed qf many object?, 
each block, with a form. Is added to Ihe main 
btock, it is easy to complete a drawing if you 
start with Ihe basic forms. The guiding lines can 
always bo easily erased. 







iTe first step ri creflfnsi an outline sketch shout? be ft? 
pyiaceaechatemi^tiinibsr^ Then 

accortfng lb She dimensions at the tdbcte, piece each 
uooatihe ftwris iriskJa chart?, paying ctostr artotfcn to 
trier prutSes. 



tf you team how to break dawn smple sIW-W&e, 
grxtuaHy mil fw abte f o ds* more campled models 
by COrrltwHirtg more forms Ofct Jr*£f. 
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BLOCKING IN SHADOWS f 

In cases where the model is Strongly illuminated, a ukIljI tech- 
niqua caned blocklng-m allows you to establish shadows which 
»!■ iat§f be tKiiit up. Blocking in dart zones becomes pan ot Ihe 
mhal drawing process, 10 the point Where It 8 common TO tfart a 
drawng by alternating between initial lines and prafiminBry aladns. 



Uswg otiOna 



ahOiChflS tHUp 3 you Jd 




afemerys so that 
aw* uStfif asa 



Co nol worry about details at this point; you are simply estobl rshing 
the main areas of tone. The pruliles al shadows am a good rater- 
enoe pomi lor blocking m n especially in models that have a strong 
Ughl and dark contrast. You can also establish the illuminated areas 
by outlining them with dart unes— again. do not worry about de- 
tain at point. 




Bfco,- ij vn siWJti ivs a good whan >ou are s AaJchng a 
lanctscspa rttdung with a cnafh sfcfr on <fs s*S? P you 
can create a sketch Me !fw oner above n e few rrwitrfBS. 




Wm sfroctows in o 
modbt when ctaary 
contrasted, canoe a 
good mimsTca far 
Obeying n a Ifterte. 





using 

Perspective 

in the preliminary outline sketch 



lb do* toms, jt fj a floocr ism ft? become 

cofrttartaMB iWJh drawing gaametocal farm? r> wfliefi Up Jgy 



im Id be laboring This point that drawing is based on geometric 
enjoy theorizing, but because it is quite true 



When you want to begm a dfawng, there are several tectiriiqu«& you can 
use to approximate- a models dimensions In enter to lay ft out proporttonala" 
fy in the outline sketch. The most common ie, based qn geometrical forms; 
spheres and polyhedrons. As we have Explained in the lest sact.cn, you can 
draw anything it ycu can break down the model into a tew basic forms. 



When ansymrig any otyecf, sea riftfcan berSew.? n one of the base fo/ms b&ow. 
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□RAWING AN OBJECT INSIDE 
A GEOMETRICAL FORM 

IMien analyzing an object's form (a table, vase, 
cup . car tree, etc.), you wilt find that it can usual- 
ly be drawn inside a cube, a prism, or a cylinder, 
which laier becomes its structuns, Therefore, the 
artist will derive bis or tier drawings initially from 
any one of those above-mentioned basic forms. 
First you wfH have to observe the object and de- 
cide which geometric form wilt be the mosi ade- 
quale. Once the form has been drawn, you can 
then draw the profiles. The geomeir Ic figure only 
serves as a guide la draw the object or model 
and establish its proportions; after you define 
and detail rt you can erase the initial 
geometric ftgui*. 




For btodtcig H you 
shotAJ start tfe 




grariatan pencrf such 
as ffw Hg. Confjnue 
ic win* wrrb softer 
perci, S wfiesc sinAes 

carp he modified wi‘fh 
an eraser. 




1 * If you nave to draw an apparently complex 
object, the first step b 3 to draw a rectangular 
form that wilt bold the object inside. Draw an axis 
and suggest, with ellipses and spheres, an initial 
layout of the most important lor ms that 
Characterize the object. 

2 



2. Gradually streamline the object's form, adding 
new geometrical forms to the previous ones until 
you have the objects structure. 





3. To finish, join the 
different forms and 
define the object's 
structure. The last 
step will l>e io apply a 
light shading to give 
volume to the 
drawing. 
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1, A drawing based on ihree-dimensionai 
ge&riGiric forms is used for drawing objects in 
perspective or for those that present certain 
foreshortened effects. 



mu should practice 
cfrmvin.g cupefi, 
orthosonar shapes, 
erad prfvns by 
froahand. A 
maffloeT n to firsf 
draw tfw Hat 
geometnc form pnd 



ttww project tts 





1 
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3. Gradually. you will 
define Iha profile ol toe 
object wlto and 
decisive hnea. This first 
linear layout wit! acl as a 
guide to develop The 
drawing's tonal e+iccts. 



4. Tne last phase 
culminates In building 
up volume In the model. 
Ones tile drawmg Is 
compete, you can 
erase Ihe geometric 
form. 



at. Once you have 
drawn too geometric 
farm, draw the firai. lines 
of toe model. 

Remember that a 
rectangle is always a 
good reference point t® 
del ermine toe sise ol 
the obfect. 



moctaf S}t>" 'hHi ijtly, 





roportions 



P;i ■ *■ j :■ oWsft m arisi Seas tetfng out a sjb/Bct 
r-.v-. : V, rv . I ■ n r.' iw of rn ttKxtef to 



Urheberrechtlich geschutztes Material 





Urheberrechtlich geschutztes lUtalerii 



upon <&$& wig tfrs group of 
rtgums, you pan see tfftarml Irmf 
rBCdonsfKH- Fftaf haie Jo be totort 
jnfD account whan mating fho 
compost on. 



ALIGNED (POINTS 

The drawing space can be divided into different zones that relate 
to ihe model! or subtecl- Perhaps, me besl way to study the relation 
at distances between different zones of the model Is by tfie 
method of making aligned points . This method consists m finding 
vertical and horizontal referenda points that will help you to view 
the model's structure, contours, distances, and lorms. The model's 
bas>c structure la a result of constantly comparing heights, widths, 
and lines through imaginary vertical and horizontal lines that run 
through base powils- 



To affiige and drew 
ffte dements Sn a mod- 
efpmpadJgnafefy: 
place Ihe suttfecf Pe- 
seta rhechaw^Poanif 
andtfrrwddJClVdrtffil 
mepdper me (NK 
jhdtetsutofv^Mfind 
width of the bifetant 



H'Tflrt 1 fJupyifkj j 
flAseponfsancJ^aw 
magnaty Arms jo 
reprasenr (tie ppstipnng 
and tsyfxjt of me eiamenfs. 









ff is very fieOWto ftst 

(Jytda Sip cJrartmp 
with a cross (n order 
lottmakthoarea 
into for deady 
Otijp&rshad Jsontrs, 



Searching for bgual proportions 

The search for w^jai proportions among the dtf- 
tensm objects of a model can be s very helpful 
exercise in learning to relate the different parts of 
the struggle. This consists basically in compar- 
ing and determining {as has been done already In 
the previous chapter} lhal (he heighi of the pitch- 
er Is approximately equal to half the total height 
of Ihe bottle and that it is almost twice as wide 
as the apple found on the second ptane. 

When you ero in, front of a model, you should 
menially take it apart and study how the propor- 



tions among the different parts of foe model re- 
late to each ofoer. You may, for example, decide 
that one zone will be one third the other zone, or 
that another zone will measure exactly twice as 
much as (he previous one. Many limes, especial- 
ly when approaching architectural themes* you 
should cempartroentahza tho facades *t equal- 
sued segments in order to place correctly the 
windows and ihe balconies. 



i i i -i i 




'rtiu- i/H sac n fossa irrogns 
the fcyw.rfanoe Ehsf the 
rotation o? dmsrasiwiE has m 
biodrfng rt. F&st* drtrw the Pew 
rate ydu are £0^0 iq 
dfotrtSC F» therm, 



Jb tff&H a hefoorv. entbe the 
Dew .m ha£ matong sura that 
the upper &mit of The rat 
ccwicdcs with this 
PM SuefflrYif. 



Divide Ihe tapper strs/gtit ina 
n?o for segments and use 
Jhe (wo caralral pardons Jo 
prejuer the vertfott Unas 




Omethetrst iroesuremwrS Afewycuoiynsirs Joarase 

ri l t LT i Oron $r ;l 0 rjrl finfeb the partitions to define. \ the the inrtusf foes and bertha the 

MGrttaf foes to O&fflxt foe ckxerathv efen.er'tz at the toKbre of the bind, the 

prinopo/ foes that dsIVie the Oataey Its prapectBe, and the ornamental foms on the 

balcony. doorframe baloony, and the light and 

shadow enters. 
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MEASURING WITH A PENCIL 

A simple pencil, stick, or mlar is tcnvnonty used to establish 
proportions. To do so; raise a pencil lo Ihe level of your 
eyes, emend your arm- (return to this position every time you 
take a measurement and situate Hie pencil In front ol the 
part ol Ihe modal you want to measure. Move your thumb 
up and down until the visible part pi the pencil coincides 
with the measurement of your model. Translate this mea- 
surement onto your paper and continue to use the pencil to 
measure the remaining proportions. Compare distances fre- 
quently Work meticulously, correcting proportions, rekiting: 
them to one another, and indicating points ot reference. 
Suddenly, without noticing It, you will find that your mmd ss 
working in a logical way. Remember to calculate horizontal 



ihe distance between your arm and the subject. 



PROCESSING THE MEASUREMENTS 

Starting From these first measurements, the artist creates the 
forms using a minimal number of lines. All the elements 
Ihe model go through 0 first outline sketch before oe ng 
drawn in definite forms. This outline sketch, with its proper 
relation of proportions, will slowly be built. 




fomeaswe. ams-jai am ant? vteuak'o 
and width of an ot ■ ■ ' ,i perioi l V-rh .• >■' t'< > r r? 
cntaAsfe the t*' wjoro«h!>rTis and creporttoris of (he 
ctyecl tfiar >w iviinf to ftanstar to the parw 



Using art rVtJof ouArar sketch nrd gear^iheaf lixmc 
provides goeef referer , ,• po/p& by which to maascre im- 
hojgrtf of a rorso, cfiecrij og shat ft it roraf iifcK/ir of nw 
scufifufia a hc^usIbc v itn rtimansians- at me fnran 
*kpntnt.s. Trfejnaai.jticm-.v r system cart to wipizxt to 
any subject. 
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rawing 

with grids 

The third method to ensure that the different 
parts of tha image have coned proportions Is 



model’s lines and its structure. The metre divi- 
sions the grid has, tha more exact II will be r thus 
avoiding the possibility dl errors In Hie drawing. 
Besides being a perfect method for copying, the 
grid also al&ows you to enlarge a model propor- 
tionately. This method may seem boring and me- 
chanical at first, bul you must remember trial this 
s just another base from winch you cm start 
working. 




A gnd efcnvsyra fo scJuST and «±aw a mode's teelures 
to me 009*00 





til 




After fired hbckng Jhe Jtrws, go 
DW Jf » rfawng's ow**us conMiy 
wm a na*j pent* 

umi you actoa re ettair. tJsfcwf fries 
end atfnosr no gray shades. 



The advantage of Orawng mffi o gnO 
mute mortal rtar ya^earr choose 
r#»si»of^»souanfls, ff you warn to 
HMloyKtWfflOrt BWCBmete* JtnW & 




A VERT SIMPLE METHOD 

The technique of drawing with a grid consists of 
laying squares an top of the model, usually e. 
photograph or preliminary skate h, to enlarge a 
drawing. To copy an image with a grid, draw 
squares on the modal and repeat the same 
squares on a Wank piece ot paper; each one ol 
|t»e squares is a part ol the image. 

Even though teaming to draw from Ida te more 
advisable, there ere occasions in which copying 
a photograph or drawing with this method may 
be necessary. 



A PROPORTIONED DRAWIKS3 

The gno is a good method it you shll have diffi- 
culties making a proportionate drawing. The 
object of this system is to help you see, under- 
stand, and drew with more fluoncy and 
exactitude. As you acquire dexterity and fluidity, 
this system ol drawing win seem excessively 
mechanical. Wrth dme, you wJl not need the aid 
of a gnd to compose; you will draw with 
imaginary lines. 




U$r 4 aWr to 
mftiare me 
jgfo homontol and 
rartical lords. f%aoo 
mo centers of hroresf 
□n tfie porSs where 
tfw therms each 
OPKV TOftrery 
snryitosystom 
probscas balanced 
artf proportkxmct 
compos fens. 




Urheberrechflich fleschutzles IVtaler 





114 




“Lorrain method:” 



harmony in the composition 



you cm sag, Zhtr 
pnndfAi at I fra gnd is 
tmfc and apptcatyie 
to any kxfnat, 
whether 

ftonzwstoi. mrow, or 
stargazed 



W e will now study an ingenious gnd system 
that was popular I n the seventeenth century by 
the great landscape painter- Claude LOrmin. If) his 
preliminary landscape drawings, this French 
artist would first draw geometric lines lhait would 
cover the paper's surface like a nel. II was a sim- 
ple grid that partitoned She paper rectangle ac- 
cording to its medians and its diagonals. This 
geonietric partition allowed the articulation of the 
surface of the square according to the composi- 
tion and lha depth effect that the artist wanted to 
suggest , ignoring the mechanical requirements 
pi perspective. 

The system snows you to harmoniously place 
ihe different elements of a landscape, moving, if 
necessary, some tree or shrub so that it coin- 
cides with one oi the intersections of the diago- 
nals. Thrs method helps to balance The 
emptiness, distribute the elements throughout 
the surface, and obey the logic according to how 
the elements influence one another. 





70 apply i&raibls compositor) method, first paultoi 
rrtfl suribce of rbB papa nta four sagmerts by dnnwg 
a hfDcoI and a honcantaf itne Thar com’Dipo rr 
znemistoite, 




Own five degana/s itetf converse m me middle a! each 
<r& of She four teeing fectangfiK. fhase tour pants 
wfi Oe refEHBnce parts Jbr the composition, just We 
trie dfetgaoaft that nts in $ mengtrwiwg the effect of 
depth rt a San-Escape. 



The dagonat system of ctvpposiftan crested oy Lormtn 
is very useful for composing landscapes and hefps to 
annn9i]i and dsthbufe the olem&its Zrt zr m«e 
ftarmanpiLi; way. 
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Hurt is a YV*r & a Jtwm 



By practicing the principles described in this 
chapter you will acquire a sense at composition. 
And aHhough most artists usually theorize about 
the motives that have Jed them to organize the 
theme in a certain way, you will be surprised to 
realize that most oi the (hewing* conform to lh* 
conventions Shat have been explained in these 



Kyajdm¥thedogQnalgndonapiiporyoocon 
dcptoce Che con tor a f irfiocton [ho ICwn. fcM-arcS tr: 
LM?<v right-hood T?w proSe of ihe mounts™ a 
rne rmfty meadow fcaouptad so than codettas » 
(he csegonets (hat cross tnepefufe. 



Mbt dnrolopng Ihe drowng end appfymg Iho Iona! 
^aluts. jou w* swr now [far now CfetrtMDon □/ the 
ewmenft foms the jrwt^ptorop'ppri onto a more 
ensrachfl i*ofa. ntxisnoirttne^Otj saksfatJiw, 1 * rto 
’ sV modal lean now Jo interpret (f and transrtvm it 
acccrcfag ;□ yow ooPvemance. 




apeted with the *tDrram 
Method' 




¥ 



point of View: 

transformations in the model 



en you are locking at a landscape. trees, 
animals, figures, etc., you are not eomptotety 
nxtscrous that your wew depends on the posi- 
tion you are in vis-a-vis (tie real mods). Before 
drawing, it is necessary to move around the 
model in order to find me point of view that will 
best express Ihe variation within the unity ol the 
model's forms, Sizes, and Colors. 



VARIATIONS IN THE POINT OF VIEW 

A “normal" levs! of observation, when the theme 
is situated at the artist's eye level, is most 
adequate for simple and descriptive Images. A 
model observed from a higher point of view sep- 
arates even more the different elements of the 
scene and altows you to play with the different 
spaces that open up among them. When, tg Iho 
contrary, you draw a scene from a pant of view 
tower than Ihe usual one, there is a tendency to 
have the dtfferen! elements that compose the 
drawing overlap each other. 





b you tooft af joe nxwef from a tmnjat pr^u 
of view , , me hqrtnpn Ane is posit zoned m ihe 
mddto, etvncjpg jog mccWirtto fwoharves. 
Trio s fifi-ifo appears compact and the 
oCjects apptidv lcgett& although chatty 
<ientifia&e. 




If you stand up and loon at the sr ff-Mb from 
3 ngrier point of the horizon Jt™ twl 

spa ca between each olrier and trio 
shadows appear rounder. 





It you took at the modsi from a lower pant 
Of wow, IhuhOTZi^iHiJOtecOrtdfS 
dresfjce^ the pr eyeefed smrtows 
rifeappear, and jheoiyecfs are 
supefFTpaseo 1 one on top of the other. 
somewhat hnhmg (he tobntttcstoiT of 
certan dfcfate of fhtr group. 
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T tv vanatvorj the point otvvwtfltCK 

otutete. aewiromertgb 

point Of v*s*f m#im the eitLia opervtg 
Jlsw? snowstorm. |BU Cgp seen Aon 
the seme height produces e profile new 
of the otyect From a ixwl of raw 
q sfiuMBdbdbw the effect |C& PWftflf 

uwxv bdfdb' oapocrs eonve* 



THE POSITION REGARD (HQ THE MODEL 

The best way lo learn bow the wew ol the model 
cbarujea if the point ol view Is changed is lo 
compose a still-life on a table and try to look at it 
tram different points at view, bs you can see m 
ItiB images on the previous- page. Notice figure 
K in which the objects that form the composition 
have been drawn below the line that demarcates 
Ibe tame Ihorlzon line); this means Ibai ihe per- 
son a observing the scone fiom a high position, 
ytxj can deduce then that the viewer is standing . 
On Iha contrary, if Ihe viewer is Sitting in a tower 
position than the previous one, Ihe line of (be 
model will also be tower, and the elements wffl be 
observed from a more level position with Ihe 
table (figure C). Observing both images you wl> 
also see that the forms, as weft as their respec- 
tive shadows, have changed noticeably. When 
looked at from the higher positcn ;E), they pra ■ 
seni more rounded lorms, while whan you 
crouch down Ihe shadows are elongated and are 
nearer Ihe horizon line. Through tiro beef obser- 
vation eaercse. you can see that whai yog want 
to draw rebates la your position vis-t-vis 
the model. 



The poncfjtes of potit of 
view ttApkined throu&i 
tne previous figures can 
ateohewiiwJjt? 
tanrfsf^oa tftnwrtgs, 
sueft si mo view at ito 
cupolas of ths cfufch 
observed fromeH&i 
position. 
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Frequently, nature itself suggests the composi- 
iktn to the anist, You should take advantage of 
these occasions. but do r>ot rely on lhem too 
much: if you don't havo a previous composition 
outlines sketch, confusion wit! spon come into 
the picture. This impact depends greatly on the 
combination of the principal forms on Ihe surface 
and on the divisions of space in the drawing 




sketches: 

balancing the image 



composing Outline 



A^ood artis-tshpuH 
jnfreduoe atxtaf 
asyrmteoyin Ihe 
corrvjnstoan. breaking 
tho ihrrna/#pi»MjriLLi3ri 
Oebioec both ztduz cf 
ttre drawing. Vis wMS 
/?*5 re interest ro [fie 

coTip{W4*Ort 



SYMMETRIC OR 
ASYMMETRIC COMPOSITIONS 

The first and most basic rule is the one -that de- 
termines whether you are going to draw a sym- 
metric or an asymmetric composition - the 
global epuiiibf lum of the theme must be taken 
into account. A too symmetric composition, can 
appear bating and static. The symmetry will pro- 
vide equilibrium to an image, but will take emo- 
tion away from it. Hpwavar, fhts is noi always so, 
since a landscape composed of interesting farms 
and angles can sometimes offer variation enough 
to the sighl. Asymmetric composiliOhs are Ihe 
ones that create the most tension Jp a drawing. 
They may be apparently unbalanced, but a close 
analysts of the work will show that even though 
the landscape is asymmetric, the balance among 
the different color masses and the elements 
composing the scene complement each other 
and give a certain sense ol equilibrium. 



Symmetric: CCrtY™**™ 
appear to&nced. fflffe 
and monotonous, 




Its 



SIMPLE FORMS 

Composition also Implies combining terms within 
the picture's area, it has bean demonstrated that 
most people prefer compositions eased gn geo- 
metric shapes on account of Jhair simple and 
concrete -conjurations. When three simple 
forme such as a triangle, a rhombus, and a circte 
are placed separately Or Superimposed in a coin- 
position , the viewer can Identify each form and 
enjoy their interaction, 

Therefore, we suggest that at the moment of 
selecting a theme and determining its composi- 
l*>n. you should begin with an outlines sketch, a 
schema, that responds to a precise geometrical 
form. Experience has shown them to be pleasing 
to the majority. This way, you pan bp sure yow 
drawing will present a visually satisfactory pic- 
ture. 



These OuCfrto Sk etches shew dffsrenf pewpooton 
schemas tar me &awtng .space. {At an arctmcturai 
e*0msnr pegsonra? Ihrough an Ova! torm,. fflj a frump n 
fguTB JMStKf on a fnan^uljr scJ lyma and On a cruutE 1 - 

form tor W torso. and fC} am&m wtfr rte 

corpposifron schema Of an rvorted L 




COMMON SCHEMAS 

The use of geometrical schemas in a drawing's ] 
composition was already being used the Rgnais- I 
sance, with a general predominance ol the Irian- ] 
guiar schema . The arrival of the Baroque caused J 
more use of the d iagonal composition, suggest- * 
ed and applied mainly by Rembrandt. Baades [ 
these schemas, which may be considered clas- ; 
sic. and other traditional ones such as the rec- | 
tangle, the square, and the oval , some common 3 

schemas are these that refer to typographical 
forms that remind ua of the letters L C, Z. ate. 3 




composition schema 

Of a fttotteltsa 
prHlmirMrysfflp rr ffls 
chewing process, ydu 
shooter draw if wif/i 
sdfl 1 Errafces, hardly 
tKorfxJg pressura, so 
,'fis. 1 rr can be Hris/iV 

erased once irs 
ftincfjqn hes been 
COmpfotod, 
EvonbwiT with at 
typos otgaomatksi 
forms to finer me mast 
Hffiprepriafe owe 
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balance 

ar| d Rhythm: 

a visual order 



Wne gl the most important factors when ap- 
proaching (tie composition of a Rawing is ob- 
tuning a visual balance— in olfier words, the 
order and disposition of the different elements 
that comprise the model. Everybody has a cer- 
tain intuition which can give balance to a work, 
but this is not enough. You also have to learn to 
look at a model from a drawing point of view, as 
an ai$embl6 Of Strokes and tonal surfaces. The 
equilibrium in a composition depends a great 
deal on the harmony li expresses. 




BALANCE IN THE FRAMING 

When framing, you are placing benders on the 
view you want to represent. An appropriate fram- 
ing takes kilo account the color masses confined 
wilhin rts boundaries, in a landscape it is suffi- 
cient to modify the framing, since there are sev- 
ers] possible compositions, and many of them 
can be interesting , in selecting the framing , be 
aware that cornered elements itinfcrce the bal- 
ance of the composition, while those placed to 
the sides may unbalance rt r 



To acfm/e a hatmcod 
drawny- jf .13 netCB&sary 
to tor 

ftoCDrW arenas Observe 
now rneadrsf fijta 
batanCad trie ronss arW 
forms at me roofs 




A 





0 



Pro most iMQnced drafting s, wntriotAf a doubt, fftt symmatnc one, that is. the ano 
friar present epuftiy tfisffilxited masses and tne one fltet repeats the sane forms on 
tbsr J left and ng nr sides at me paper (As. It jtoj wart to create unhefanoe, you shoiJd 
net equa/tza tfiu dStritxjJron Of the fOdo! mCsMG. You ShoPid took at ibe paper as it ft 
«tere a scafc fo rxicate maf she sPe the wiiage wer^ris fTOie fnan rne feff of 
vice Vflrsa SB} But tfn* unbalance has an easy compositional sokst.Oti, wbreb consists 
n ptaong tbe small square in a mom efav.ited pasrfion *7 relation to mo larger ono; ttm 
vrsuat effect does mo msf fCf Ouadrangutar forms an twav*r man- rounded ones, so 
Erie c/rde sbryJd be placed h'phar rf you want a vnuai equ^CiDrium {D}. 
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Thepi? am sbmkW 

nwtftodfe ;u anaf/x tfta 
»Ttwtr^KH6Bifvoua/p 
£fc*ipfr ftflf Tftff 
.wipfesJ qnos am ( JJ to 
tj^tne&.ttcKi.psx.'to 
ObMfi ia cfwck Its 
fcafcm c» or $t) to look at 
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RHYTHM 

Rhythm in a drawing has the same (unction as in 
music: it joins the dtfferenl elements and pro- 
vides a distinct charsets* to Ihe composition. 
Rhythm can he achieved through the systematic 
repetition of motifs, ihrcujgh Ihe control of an 
ordered stroke, or through a succession of lines 
that direct the gaze or the views? onto the sur ■ - 
face of the work. 

Whan the content of a framing Is analyzed, 
everything Is reduced to simple forms in straight, 
curved, broken, or mixed lines. The repetition of 
those directions gives the work rhythm. In a 
drawing, rhythm may be obtained through the 
repetition of strokes, an example o! this can be 
seen m the law of continuity developed by some 
British artists- dunng the nineteenth century. 

THE LAW OF CONTINUITY 

The taw of continuity Is a method of expressing 
the umty of I ha work starting wilh a succession 
of ordered strokes or elements from the scene. 
“For example, the succession ol me columns n 
Ihe wing ol a cathedral Is more interesting when 
they are recessed in perspective and become 
darker ihe farmer away they are The same thing 
happens wl|h a succession of hills, when seme 
follow others on t he ssopos surrounding a valley, 
of with Ihe Succession of clouds, which become 
hazier towards Ihe horizon. Each hill and each 
cloua have a different form, but each element ev- 
idently follows another in a tranquil and expected 
Order,'* 

The law of continuity guides the gaze oi the 
viewer over Ihe piciure through She strokes. In 
those cases, the succession -of strokes creates 
currents that flow as nvens, or as waves, pn the 
surface of t he drawing:, You can observe ihts ef- 
fect on the bench drawing m Ihe following exer- 
cise, The purpose of the artist in this drewvng hag 
been Id transmit a areata* expressive effect, 
thanks lo the control of The strokes, together with 
the bewitch mg, swaying, end undulating move- 
ment of the clouds and She waves. As you can 
gee. the strokes describe clouds that move in 
countless rows that follow Ihe sun and converge 
on a paint in (he sky. There, the strokes of the 
clouds find their continustian on the beach and 
now to the sea. where m the swell, ihe same un- 
dulating forms of the clouds are repealed, This 
rhythm ol continuity joins me different elements 
and provides Ihe composition with a 
distinct character. 




ffrs fotortfr»j ftrerose wtf dSwyistffl'TG now io transfers 
r/iis fVxiffKraph wain mo use at mytftmc and rgpentwe 
Strokes (hsf giMs fhe da» inf fne wflavW ove*- 
rnepcfdre. 



1 ► Before beginning to draw., the artist sketches 
the model. On Ihls, a series of arrows are drawn 
which mark the direction of the strokes in each 
one ol (he zones of the drawing. Notice that the 
arrows stad on ihe sea. ascend through ihe tree 
in the f nrtKjjHun-d, end continue through the sky 
and then back to the sett Ip The starting ptnrtt 



2. With a graphite 
pencil of medium 
hardness, start 
covering the while 
spaces af the paper, 
respecting the 
directions mdcatod 
by tho irj’uil arrows. 

x* 
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3 * Win ti>? drawing almost 
complete, you can &ee lhal me 
application oJ the 'Law of continuity - 
ranrlers a surface covered wrlh 
undulating strokes that show the 



ws the jurturals surface. 






To csgsnijs a 



-OA 



magne Ihe gicto of 
adjects as <t they 
wart on the pWfiB ol 
A Koto- Moke axe 
thet two$eea 
ddjtrCuted on me feff 
nalTotlhe model Have 



4- In adding more line? over the previous ones 
and contrasting the darker zones , you wiH Ddlain a 
men* satisfactory final effect. Observe how the 
du*ct«n <rf me imes <s Kept in relation to the initial 
arrows. The control and direction of the strokes 
provide me wort* with an undulating rhythm. 



/fflqhl as those on 
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techniques. 

T he combination of 



shading and 




line w*d®ns m hi range of drawing possibilities. Studying ; ign? and 

shadow allows o closer approach to the elements that give reatigsn to 
a drawing Establishing the value deals of a subject means registering 
its tonal deve'opmenl . clarifying and comparing lanes and hues, and 
deciding which ones are lighter and which ones are darker. To under - 
stand the value cl a lone, you should establish on ihe model a range ol 
snadrigs that »s complete enough fw the drawing io acquits corporally, 
volume* and atmosphere. When ouliinmg any object, It s necessary to view it 
mso stans that very according to the incidence ol light in the various zones. A 
value cannot be achieved through Sharp contrasts of tight end shadow zones, 
progressive value must be rendered, with smooth transitions between shadings. 




Shading 



Snadi 



ling is a painterly resource that evenly OOv ■ 



tn the paper's surface, Applying venous typos 
of trading requires a great deal of praclice be- 
cause ft is s fundamental dement for modeling 
ptfseta 



-mi LKJHT AMD THE MODEL 

It 4 essential ED team to sag certain cone ret a 
D^pg* n 8 model. All the elements grouped in a 
OTnp<3*#tjgn can be represented if there a 
errcugh i^n. w ih ail their shape and color altnb- 
d« To study the trateclory ot Iflht you should 
IT* darker zones and lhg®e more expesad 
to Ch* l<pTf tftM maxrtnten paints of light]. The 
ihfMi step 4 establishing an ardar among the drf ^ 
terern irtixmedale values within the dark and 
iv/rt zones. The comparison is always based on 
»** cprcfptl ’one 15 darker ttian the other* or 
’one 4 ivjfiwr than the other." 




I // 

i?L 



A&& Bm& drewring. Spacing js 
■i ireftnieriC# Jo jprnvfde the modW 
a fin a gfxatfif mftjme efbCf. 




When the mOdWi are rturwuf(Kt hy an flrtrfios/ Aghf 
so inro. irtJy jhaJH sftJtJy the tgfif l^ectory and try to 
fcica hr Jhtf citiffeer zones end tfioso urdar grea ter ig*t 
erpOflure. 
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VALUE SYSTEM 

When the tones are arranged on the drawing, a value system is established'. 
The value system consists in determining the different tonal values and 1 the 
way they are assigned. Delimiting the darkest zones allows you to frame the 
shapes. The shapes begin to take form as you shacte these very dark zones. 
The darkest lone corresponds to th# darkest zone. 



Working wiih Ihe-sida 
of a charcoal or chafc. 
Slick, you on 
eawfcfisii the frst 
Iona) value throo^i 
fitpicl stains, 





Onf? mlti fprcsf ivorfc 

does r.*w tsraw^ig 

acQura a ptctona! itnraft 
JttB ccntmst [kjMih? 
^ghr and shadow gve s 
MStxrw no the etemenfs. 

in ondfw to re qqH this 
modtkUgr. 4 fintHMSOry 
fa tasn t Fa use rhe 
vnnous tonal values 
carradfts fceopfng /] 
tl&KJ {tint fitocte Wfl £W 
mow <nifn$p. r> tfh? 

ctarkesf shadows and m 
the ejects tica tod 

Jttwanf thu kwTXfCHfxl, 

and softer and mom 
btondtxl r owauf The 
background. 
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lines perpendieu laf to the lower margin of the pa- 
per or to the Irne cl the drawing, and diagonal 
shading, which is made with diagonal strokes. 
Diagonal shading is one pi the easiest and L 
therefore, the most commonly used in drawing. 
The second method is to use a harder pencil and 
create a senes ot tones, producing layered shad- 
ing. For shading it is essential 1 to maintain the 
pressure ad the lime and move at the same pace 
m order to achieve a umfw m texture. 



DRAGGING 

The most common way tp produce shadings 
with charcoal and chalk is by dragging the si ick 
lengthwise, in order to create a wide and thick 
stroke that allows the paper's texture lo be visi- 
ble immedialefy. In order to control the stroke rt 
is necessary Iq cut the stick according to the tine 
width. The amount of pressure you apply will de- 
termine I he darkness or luminosity of the draw- 
ing. A zone can be covered until the paper's 
tooth is completely covered. Tones can be soft- 
ened by rubbing, as tf using graphite. A soft 
shading applied by barely pressing the slick 
against the paper surface wia produce a very 
delicate range af tones. 





Above are base nuairtotes of shad/ngs made wirh 
^apfufe penults, chamoaf, end theft, on flneeMred 

paper 

(Af l*3rt5fl9erSKiU5 sfifrUrrly mcx*e WiiTl f.le <jf 8 

sanguhe siefr, (SJ dtosrcr .shad'ng made wifh a dof- 
pprittf graphs 5litii-pen&, {£} PamogtnaoiJS shading 
drawn wifh The aids of a racf enguts r grqpfrto £fifc* , 01 

ctossic snadwg adendad with a sangum pane#. |E} 
efisw shetS^g with en c vty penot (Fi resfumd snaring 
maos I'ongtfiwse Lvrarr a charcoal s tick, and (G) 
tw/nogorwovs $hn &yg macto with Iho && q( a diicft 
chair slick 



{fy rxireaswg me press'.™ of me sangune 

stick. you waff be abfe jo covfr the paper's fooffr almost 
ctvr^mefefy, Practcs tooaf vfliw series of rh® land to 
masTer sharing yual tv 
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TONAL EXERCISES 

Select simple themes and fiy 10 create them by 
applying ditfomm approaches to tonal work. First 
try to apply shading lo create shapes- Then, al- 
ways working with a single color, draw a theme 
by defining large tore blocks— three to five tones 
wiB be enough -anc use She tones to create the 
ob|eet a shapes, regardless of whether the tones 
in the theme are visible or not. Once you have 
simplified the (heme to three to five tones, look 
at the tonal jones as absiraci shapes, and leave 
some ZDnas of the drawing indefinite so that the 
eye can complete them. Keep in mind that, of- 
ten. trie most efficient drawings have a minimum 
of elaboration. As you become more experienced 
you wai be able to assign to ihe drawings a wider 
value range which, when applied to the model, 
allows for a great variety of light intensifies. The 
good use af shadings will make it possible lor 
you to create a moms volumetric representation ot 
the model, 




fiotew ana tour samples of Jho mosf common sAjtjfugs- 
^ Gfassc sharing based on hatching, (B) 
hOtnogonaouS shot*# motto with a sftlrtf Gtf .grtgyuw 
SWck, fC? ShetJng hy dfsggrg She side of s efiass she*. 
and{D} sfanng with a smal charuoai SficA. 




fr J otttor SO shade Qufcftty 
end without modi 
w vmnert. the pLuokssf 
and most 

method is the ctossc 

hatching shatfnfl 



IVTkw devs toping a 
variety & tones ana 
gradations, x & 
tecoimvndadtousb tf*? 
most homogeneous 
Sharings, Vbti can aver? 
combne rifiemnt types 
of shadmgs r> one 
ri&vng. 
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how to Shade: 



stains, tones, and hatchings 



Ihe value system can be established thanks to 
the effect of fight ard shadow on a model. We 
then assign a tonal value \o each zone, and 
each tone corresponds to a particular exposure 
to light. 

BEGIN THE SHADING WITHOUT STROKES 

At the beginning, it is advisable to apply shading 
without strokes, using Ihe side of a charcoal, 
graphite, or chafk stick. With some practice you 
can master, or at least have a good understand' 
ing of the tonal value system. Once you get used 
to relating and establishing lone values, it will be 
easier to use strokes. 



•S' 





Sfahmg is me Jfrsf aiep 
*? shadvig; 4 consists of 
ftpmogerceows stows 
wflh rW diy any fonsf 
vaue, fhesoaisfo 
^riBisfr ttm affect of tfta 
white iy the 




SHADING WITH STROKES 

tt is possible to cover tho papers surface by us- 
ing strokes repeatedly. Hatching can be pn?* 
duced in. many different ways. For instance, you 
can practice a hatching that consists In varying 
the stroke density, or another one, which con- 
sists in superimposing stroke series or various 

hatchings. The final Intensity of the shading will 
depend on various elements: (he distances be- 
tween fines, the pressure of Ihe pencil, and Ihe 
type of repetition. 
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B you are a bagma; liy to dantan tfw sitefrig 
(TOgrttssnvty. r> A stow and soft mnnntr* 

supermio^ sharing layers. Here yniftm 

sag StOir S»campte3 usng dfflaranf media: ( Ai 
gnpnte, c folk, fQ sanguine. arvt{D} 

charogeL The Set slsn imllb e«* meiftjm- 
shows meiWleiiencfl Oerwayi tm Hstandtho 
last shading. 



I Td chtbcI a sfiQdng, 

J you ray (Safie wide 
[ rones wtm an eraser. 

B hoklng Ihe paper to 
pewt /nrskfiog. It la 
edwaabie Id bet^i ihB 
sriadno by applying 
[ IJwi layers dlora. 
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HOMOGENEOUS SHADING 

When charcoal Is used lo cover the paper uni- 
farmly ano applied without makihg strokes, the 
result is a shading without a stroke. In order lo 
create this shading, take a piece of charcoal, 
chalk, or sanguine and draw with its side, with 
smooth movements to create a uniform color 
layer. This method aHpwg Tpr atmospheric shad- 
ing, of granulated texture, without sudden line or 
tone changes or stroke contours. 



1 ■ -xr'ugunuous Shoeing, that 
- vw-rjwty salty nJbbrig 

the 3t.cfr against id: paper 
tjtwXK rtij Unas vrfttoul 
stmtef. TV "f; rasuffs in ihrgh- 
Quafry gradtar/tH-i and 
mcxlBtog, 




SEARCHING FOR THE TONE 

II you mak# a tone darker lhan you want It wtwi 
shading or coloring, the only way to coneci rt is 
by blending or erasing the Surface. Given that 
Uiis operation reduces a paper's adherence ca- 
padly, rt Is advisable to apply the layers more 
softly than you would deem necessary, so it is 
easier to approach the appropriate tone by ap- 
plying successive layers and superimposing ap- 
plications. 
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it is mnvwMrtr to use 
pteCtfS of the same 
paper used for if its 
&mim for Sumpters Of 
ton^ ranges, Kft&jn 
mint} that the color, 
waj^ir, and tvxlum [tf 
thopap&w* 
sjgnffcanflV aftecf 
£f» fioaf jiest^^ifje 
stodftg. 



how to Control 



the quality of a shading 



I ' you press hard against the paper with tha 
drawing medium you will produce dark lines. 
However, by controfkig The amount of pressure 
on the medium, the shading wilt be more tenu- 
ous, resulting in a lighter color. A saturated lone 
Is a lone that has the most intensity. the darkest 
I one. The least saturated lone is a lighter one- 
Mamy tonal values dan be treated. To begin a 
drawing you should locate the darkest tone and 
the lightest one, as well &$ thins or tour outer in- 
termediate values. To create tonal gradations rt is 
important to have several tones, which car be 
achieved by alternating the amouni of pressure 
you apply on the paper while drawing, 




Hera you can see a ss-fes of Arranged it™/ uatow 
matte KUf n gfljphrje and sanguine These samples show 
various ionai intensities, w/utfi enobitt yOo it? 4issess itm 
fvrdiness and ooahy at the /nedirm. ft is advisable to 
afaxnaro loads of venous hardnoss fcvete rn the same 
(Rawing 



Sketcnes atowyou fo erptone the pospiiMes of each 
dmwmg meditr7i. Jh this crust? the shading has been 
mada Hrfft a 43 graptnto pend 





THE QUALITY AND HARDNESS 
OF THE DRAWING MEDIUM 

As we have explained, developing the shading 
possibilities of the different media rs fundamental 
for value work. Therefore, an artist should know 
the possrPil ities of each ol Ihe hardness levels of 
the graphile pencils or sticks used. Ones you 
know tire Isnita of each material, applying it will 
be a more logical operation, extending Iha 
technical scales ol grays in the context of The 
chawing, 
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flf a necessa y (o nans a good fcnowtec&s 0/ ■%/ 

rrn? pn^pgffjQE of every drawing rrrafena 1 n 
crdiy io cbi’otop tfw toof shading matfocf to 

to used in eac 1 ' case. 
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PRELIMINARY PRACTICE OF 
TONAL RANGES 

Before beginning lo draw, you may Cmd it useful 
to practice devetopirvg the tonal range on a piece 
of the same hind of paper you wil use lo work- 
ttnen applying charcoal, sanguine, or chalk on 
the final paper, you should always start by exert- 
ing less pnMSuit!, Increasing it according to the 
lines outlined tn jhe sketch. 



DIRECTION 

When applying Shading, it is essential tO follow 
tl» correct direction. This is why it is so impor- 
tant to start oul using He modafs, since rt is only 
through observation I hat you can analyze and 
synthesize the gesture needed to produce the 
downed effect. In general terms, the gesture s 
perpendicular to the direction of gradation, al- 
though sometimes you may need to Wend in a 



Wilh ya* flyeshrf 
closed you rdlhavaa 
bLmy vraort Of the 
model. Pins erabtes 
you tej simc*Py lha 
hxmj find twvt a 
toner pecephon of 
the gener al ight and 

(tariyou^® 1 



detribuiiQn ptine 
tugc iDnnf zonoa. 



Cylindrical or spherical volum&s. 





Shodflg stxx/d not ftrfow J random dracton >bu 
stout) Rjftjw acertan Orrecttso, which wtideoend an 
me voJLme at file object Oang drawn For fraranca, on 
a spheres} body tfio shading wk be circuSor (A} r an a 

curved sutoce the stoc *ng stodtf also deserts the 
curve < Bl if the sisfaee <s ter the sfixtng shouri be 
straight (Q- Th>$ wfl a£e apply wtor, ®sf«KJ cf using 
trie simCod sfcft, you create strokes. 77® form of trie 
sfrofiss should to consctenf *nlh fto uhdrfatcos of ttv 
obfect’S surface I0J. 



It you worn fa ftritfier nOmtop fto sfndmg ctaGCTiOfl. 
drew simpki sti$ ktos, such os Jfw one shown in trio 
tgure. and try to creafe the shading toinrtig these 
toto*)tes. 
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SHADOW SYNTHESIS 

Ones the model is reduced lo black and white 
values, an Intent lo synthesize will enable the lo- 
cation and delimitation of various values of differ- 
ent value. The limits of the tonal zones can be 
specified on the prelim nary outline sketch. Two 
basic tones will allow you to define the value 
system. The lighter one b associated with the 
zones that present the highest light intensity and 
the darker tone for those areas that are darker. 



BLOCKING IN SHADOWS 

Through simple sketches where shadows have 
been blocked in r you may group the zones that 
have the same tonal value, Vfru may represent 
with Bnes the limits that divide the paper in vam 
ous spaces. Each zone has a tonal value. It is 
easy to establish the relation among the zones 
that share iho same value. This a the system that 
allows for relating end classifying all the tones. 




2. With a sharpened graphite pencil, draw a more 
precis* profile of the objects, you should block ih 
the contours of the most clearly distinguishable 
shadows and thair reflections. Once the drawing 
is finished, shade the most intense shadows of 
the model with a black oil pencil. 



3, Mow extend the intermediate tones, 
evaluating the quality of the grays in the cast 
shadows— which also contribute to the 
impression of volume. 



4. The bkxk-in work 
of the shadows is 
finished now, This 
system allows Ihe 
beginner to study the 
shadows of a model 
without much nsk. 
After applying this 
system several times, 
you should move on 
and attempt to draw a 
model without drawing 
the lines that delimit 
the different shadow 
intensities. 
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mmm 

the Importance 

of tonal gradation 



felt 



tf you add doo 
gradaliPi aho 
another, nave mem Jrt 
^ppropnatoV To do 
hd, moke wo that 
(here IS 
ccitespoooartee 
between the long 
vaJutre. A ifrn layer is 
usuflly appfced to 
Svfrd Sudden [ One 
changes or watso 
gradalicn borders 



Gradations are smooth transitions from a light 
tone to a dark pne and vice versa. The goal is to 
achieve, in a shading, the organization of all the 
tonal values in a pro^essive range, ingt is, with- 
out tone changes. tn order to make a gradation rt 
Is necessary to use a tonal range, arranging It 
gradually m order to minimize Ihe sudden tone 
changes, 



ACHIEVING A GRADATION 

A gradation is created by caressing Ihe paper 
sollly wish a slanted pencil, beginning wUh a 
constant pressure and a zigzag drawing. This 
pressure s diminished gradually m order to go 
through the range of grays, from ihe maximum 
darkness point to (he lightest point, according to 
the possibilities provided by ihe hardness of the 
pencil or charcoal. In order to create gradation 
through shading, besides controlling the amount 
of pressure placed on the pencil, it is necessary 
to juxtapose the snokes. However, to start it will 
be easier to work on a gradahon without using 
strokes and using the dull point. 

GRADATION BY DRAGGING 

When drawing with a charcoal, chant, or san- 
guine stick you can also create grad&tigng by 
dragging Ihe stick tenglhwi&e. You just have to 
exert higher pressure on one ol Ihe tips of the 
stick, so that the resulting shading will be a gra- 
dation. Ttus method of shading is very popular. 
Through practice you will be able la master this 
type of gradation. 




B C 



Above *b some example or ^adarimso/vamus 
cnaafeer 1/3*151 oito/en r drawing m«*,r (A) 
produCon wth back chub., tBj gradated sharing with a 
gtapwe stick m 3 1 C) a gradetan wen a sanguis 
panat. 



Bcibw am various sonryx'os of &vd aborts oveJb wfih a 
&v?gung itfxj a fiatot nre stok As you can sue, the 
gradtrftjrs C3n stag be creafaJ by dragging me 
sangwno sfrC* (Dj and (B. and by dragging me gr^uiio 
stick (FI 





SiFXSng Junes with your a ptGCe- & bbffi . 5 
matoahto-rrasoc d timing sjui^p ty a J&n fin/Sh £ 
fiJmrtXfi fee*"*** lor mftiurtg Jrtdfcrcnt 



BLENDED GRADATION WITH HATCHING 

Whether you use charcoal, sanguine, <n chalk, 
you wli obtam different effects if you blend a 
gradation. Tills vary salt blending can be made 
with a fan brush or by blowing on it aher it is 
blended. The smokes disappear HIM easily 
when usrig ehartoaf, a Irttie less when using 
chalk, and they slay almost completely fixed 
when us*ig sangune. 



ATMOSPHERIC GRADATION 

One or the most interesting methods of grada^ 
txm, which is perfect lot landscape drawing, is 
produomg a gradation by drawing smsfl elides. 
Tlus resuhs in a completely atmospheric effed- 
Tbu should begin by drawing small circles, pro- 
gressively Tilling the whole space and regulating 
the amour i cl pressure on the pencil, to create a 
progressive gradation effect. 



AhMosjVMvc sfwflng- am C* ed*MKr oy stxvy 
rta-ifrig the suited s?c* on rhepayMr'j surtaca. Thrs 
meifitHf -i iHsaf when Ji.v.-vv -g landscapes wmh 
mt&po . serf atmosphere-. 



if jnu cnMle gradaEcrw by only varying r ha prossuu On 
tfv & mcOel she* heW JcF»siSfwiie. you wff irchisvw dr 
rhfllhefc- d'UwFig unth a sfiorig volume effircf 





drawing on colored paper 



I nslead of always wqfWr^ pn while paper, jcx :sr as/ drew on e tpnal Thaw a a njge rarer/ of 

surface, b calcined background . Il makes for an easier and appropriate Iona cofcred dra>v-f)g paper 

and color value and for drawing light and dark zones easily. The co tor Tor ihs avata&e. ltu choice i ho 

drawing wJi depend on ihe (ham Keep in mind the ta-Howlng- [1} drawing dqoend on the warmr^ 

on a dark colored background will strengthen me light colors, (5) a mid (one ande*?yessiifl eflact 
wlB produce a tonal equilibrium With a background color that will hgimontje yQu wanf JO QM> fa * 0 * 

with mast colors, and (3) a light background will display the dark strokes wtrt. 

stronger. Tonal backgrounds are ideal to use with charcoal or colored 
chalks, and ara also a perfect base lor drawings with white Highlights. 



CHOOSING THE COLOR OF THE paper 

Them are several options lor choosing the color of the paper. The modal 
can indicate the dominant color. For instance, a sunsal may suggest an or- 
ange paper; a nude will lead you lo choose an ochre, pink, beige, or salmon 

color to maloti the skin coldr. For a pier, you may consider using a light blue Neutral-co/ored a id gray 

paper, such as sky blue. But you may aJso intend to ornate mom dramatic or peporz am 
and expressive ejects and choose a paper color that has no direct relation mesa most commonly 
to the theme, which wm instead allow for a great contrast efloct. anws because 

jrwy anabe tfwm to 
frvwpmtn ena* and 
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Drawing a charcoal tonal range on colored paper 
wil enable you la «k [he effect on differed paper 
colors. in Ihe moil ienuous layers. this color 
shows Ihreuflh the shading, wh^a m more intense 
applications the color of the paper wil to conv 
plaie-Y covered. Blendings with chamoai or chalk 
on colored paper, though applied identically as qn 
while paper in technical terms, produce differed 
effects ihat result from lha combination of lha 
charcoal applications and lha particular catty or 
the paper 



ut 
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AMD COMBINATIONS 

On a tonal background you may use white chalk 
lo hlghlgihl the light, if you combine ctlw chalks, 
in darker tones or charcoal, you will achieve 
many intsrmtdtate tones. In lact, you may play 
with three ranges: charcoal, chalk .and Ihe color 
background, and increase Ihe poss b lit es of 
defriing the value system. 



m # * 
>m #* '# 





If ypu want to check too way a drawm g modus* 
kncHons on a cotorad paper, do one of these tests and 
wofoofo sho nBsLflS. H&v tolt can see t'res Aisltateo 
examples snadngs 

y&toto paper, then cn a Wye one. and Jtoty on e .narirsl 
gray Praclce iMaofSng and observe now the popar 
coJbr integrates into the sftadhg 



it you choose oc*xs wfih more intense tones you 
s frCUd tetai n mrnd tnat toe paper ootx Ml have to 
'oneidSf witn foe sfrotes t>t yCcr drawrsj. r'nposng an 
rtftmse dcvwarw mot. ffytM'goatiswirrKsmitthe 
aotontKS of the snow .n »met a Mjo color is very 
appropriate. 











i 



volume effects. 



owing the 



effects 

of shading 



with the various grays a Hows you So achieve non only the outlino of 
(he position planes of the drawing, bus to also render the volume gf ihe 
forms. When outlining ary voluminous oh|ect r II Is necessary to consider 
it as 3 set q! intense stains that vary according to the effect of light on the 
different zones. 

First, you arrange the general forms. Then, you outline the different vol- 
umes of the shadows. Finally, you esiaJOHsh gray values increasing the 
tonal value in the zones with the most contrasi and open; ng white spaces 
with the tip of an eraser. 



:ies Material 



Urheborrec hilled 
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Olocking in 

and modeling 

I Blocking in starts irom (ho initial outline sketch that has the general 
I shapes of the model. A value system is established from the begin- 

; ning. according to llie planes that will define me limits and forms of 
j the elements. The mosl important shadows should be schematized 

; With ptanos in which lha direction Ol the stroke will anvetop the forms. 



BLOCKING IN FOR MODELING 

Blocking in starts from the initial outhrw sketch that has the general 
5 hopes of the modal. A value system is established Irom lha begin- 
ning, according to ihe planes mal wSI define the limits and forms of 
the elements. The most important shadows should be schematized 
with pi ones in which lha direction pf the stroke will envelop the forms. 







Beefing nt swijy 

jHhVd /5 tMJ 
mjgr&ssrve. 
dQgmrunij wifh She 
fghtesl vakm s and 
mowing toward ttie 
dftteff ones 



A good rmxfoting ot.orcaa consists m drawing arripd 
geometric snipes, fcr example spheres or ci/bes. wim 
a Charroaf stkar. Begin yyith a sphere- fust draw rhe 
ouflna than sdada it, .gnd tm&ty mooei by bfimcjiag m ft 
j four fingers. Qlt goal is Id create a sphere with a 
Strong ifQkJTte effect. 



Do the same mth a cdba. Hare you shout! heap rrT 
nurxf that each side w* hew; *sfrf with d/it&ent 
niensittes. The drawing process rS Sim^r to Ihe one Qi 
the spdewa- howowoc wont mye order jo 

a wad Olerxftng me shaongs from She different sides. 




BLOCKING IN 

Sleeking m is the beginning stage ol modaftng 
and drawing; this is why the value system of a 
drawing should present a detailed study of the 
/ones (ha! wiH require special shading. The first 
vakjes should i » made without ejtenmg any 
pressure on the paper, in oncer to avert subse- 
quent problems when manipulating lorms. tf the 
paper has medium on coarse tooth, Ihe texture 
win become Visible when rubbed. 



MODELING 

When the first value k dtended. the pigment pen- 
etrates lha paper tooth, creating different tones 
from those or the initial drawing and losing part 
ql thfl spontaneity ol the drawing. This stage is 
necessary for studying the lighting and volume of 
ihe bodies. The moving; process goes rrom as- 
tahlrshing on the modef a range ot shadings that 
wil be complete enough to give vaumu to the 
4 om. The venous tones start duI tom the pa- 
per's tone, unless colored papers or chalk high- 
fcghla are used . Once the values o! the different 
grays are understood, it is possible to create not 
only the outline of ihe drawing; planes, but also 
the volume of the forms. 



These two mages ^ow The cPflsrence between Ihe 
btoc*mg n wrfh lwAxto rones and the modefing wire 
more compete and confrasied shoeing Thoftsrsians 
Protf sUtiofo rho masses, wMo the second ones define 
Jftt dfaw^Jgi n terms uf tone and mime 
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WORKING WITH SIMPLE SHAPES 

The best way tg illustrate the concepts a f block- 
ing in and modeling is to begin working with sim- 
ple shapes: spheres, cylinders,. cubes, prisms, 
and drffanani combinations of those snaps*. In 
some sense, any object is. to a greater or lesser 
ex tout, a combination o I several simple shapes 
of various sizes. IT is instructional Tor the begin- 
ner to start modeling simple vdlumelnc figure* 
and pracbca with these shapes the blocking-in 
and modeling exercises with graphite shadings, 
In Ihirs case blending is crucial in describing the 
volume of the bodies. 



Horn you can sao the modeling of b cylinder. First, itre 
TnetkYdars 

ofthedartfHSIflnO hgftfas? smadbws are indented with a 
son shadmg in ffw ir«**} py, 

The CttWaf shadow ts intensified, rbe figM value 
beriig on the ry» irtaf receives dtretf jtgftr. On 
the nght border inn. the rafoe rums tgnflor again dbe To 
the reflected hght. 



THE NOTION OF MODELING 

ll the artist has created a correct blocking in of 
itia theme, Ihe forms will be modeled and their 
volume and reiiel win be displayed. Modeling In 
drawing may be compared to the sculptor's work 
in that it is a two-dimansiona! imitation of what 
the sculptor does in Ihnw dimensions: giving 
body to The theme and rendering its presence. 



rtiebest ifvoy to mod#, whether ysua-u rtouwig wnn 
an Ql pencil fA) or wtfb a compressed charcoal pendf 
0!,<sto treat the shadows very smoatoty, almost 
caras^mepoP^^thapgiTfo^iheperiaf. 7his imW 
produce gradual tonal JTznsiljQns that vi$ bettor explain 
m volume of the bodies, 

A B 





The correct retettorafob 
bPhveei varies arid, 
thanks to the transition 
among them, tpa 
modeling of et p/lnfrce) 
voTUnehas been 
nctwvad. flow the only 
thng that needs to bo 
done rs Jo ntens^ the 
rvddetng by dad-errng 
a# the vsflj® m order to 
maintain the rafcrtnorahp 

among them (C), 
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WQRKJHC SOFTLY 

M«teaing should t» done *4ry softly and (KOflressiMty, avoiding at all tunes 
the p««tsnce £ri jtnjkK, Intensity' toe values toy supenmposmg nw tenuous 
ones. That 4$. shadings wilt accumulate gratfufitfly Over (he Inrtni sheriingg of 
the drawing, darkening values, highlighting Illuminated idnes, and rendering 
more prisersely the volume and efletts on the terms of the objects. Wbrtung 
iho theme as a whole, you tan athiovc a uniform and atrr*odohftTt etfeet. 
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A^rtoaf Mght Transforms cGtoreandgrvosartffo^ 
Gffnrjspbpfe torn ThaT of the dayi^hr. Shadows am 
more eonfrasraci am/ jr» cCjecte Joe* (fcfttef and more 

tjnfUanl. 




tVnsn drawing wrfo a sotrco os arttfldai tight, ms wvr 
nofce a vary dfstinctm aureate of tight that surrounds 
it. Ybu &vxM *&& w tt^d tfaf, <1 1 this rasa. tto tight 
source is ntdm:. sd the sprites steLrid fbtorv that 
Onoction 



By can frying the tight ^Sik< m an Inferfor. dminish'ng 
the contrasts among Tones, and avodng intense Imear 
states. ^iwW^te^acefJflTd^Vjisnce. 



STROKE AMD ATMOSPHERE 

The slroke is a fundamental element in drawing 
Independent. from the atmospheric effect created 
with the various gray lores, the straKe should be 
adapted In relation to its distance. The slroke is 
understood not only as a line, but atsc as a 
gesture . As s certain ambiance begins tg be 
created In the different planes of the drawing, 
the stroke should vary in relation to the grad&lion 
and direction. 



'fow hand can. be 
used lo blend and 
ycur fngertips tor 
teal bJercfriq. 





Mi a (WM/ drawing fAf fho 
form ere cfearV 
ditrorentofod am/foor* 
borders ere wet defined 
AiartatrriosphaTC 
(Jawing ( 8 } ihejyofites 
are tfcSofred and the 
torr rrs rfifegrpfe with cm 
arc rite; lime are no 
mated bonders. 
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Chiaroscuro: 

maximum contrasts between light and shadow 




of <tif? etemenls of itre drawing will vary depending on the situation of the 
modal lr relation ro rhe r*gm focus. The loss l«gfil the still-life zones have, the 
darker they wdl be: tnis allows for greater contrasl where there is less iiumi- 
iiatfon. Chiaroscuro proposes an exhaustive analysis of ihe model in relation 
to the Hununalion n receives; therefore, the treatment oi the surfaces in rela- 
tion to the b-ght ii indispensable in rendering the different objects composing 
the model. 



hie.i-e \jrs>\i gs of 3 sphere cteany 
■r 1 iusrnv iJf.'Tef pvioe OelWtrerJ a 

K<V rondarcKt with r:r>dalfig aSocf-f 
i 'A ) and a ixxft mndcnxi nilft 
cfiteKaiJPeWBcB f£U. TleJiijf 
[■ snoivs sottw miei'jra'Kiirxjns, 
t; wmonw; .to a :o<id nas greeter 
cw ; ■ ' r j : r cutv w tv ‘Jie Hum natod 
and the shadtd zones 
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ILLUMINATION IN CHIAROSCURO 

The modent value tor chiaroscuro ns determined 
according to me background and the light tocos 
it receives. It ia essamiai to understand met the 
light ts not the same in the whole surface, given 
the fact that once It falls on the first plane of the 
model, it gets distorted and bounces oft. chang- 
ing each ?otq. When coming laterally from an 
electric source, the light is direct and creates 
well-defined and oullined shadows; when The 
light is drffuse it comes either hem a natural lo- 
cus or as a reflection of the electric l ight, wh ich 
produces son shadows, without edges. 




THE ZONE OF GREATER ILLUMINATION 

The zones that show brilliance, as well as those 
with great Rumination, should be free of char- 
coal. sanguine, or chalk. However, if there is a 
mistake these ronas can be corrected with an 
eraser, 

THE DARKER ZONES 

The 2onas of maximum darkness, corresponding 
to the darkest lone in the tonal value system, can 
also be healed wrth a special method. Once the 
desired Eons is achieved. It should not be 
touched- Thig zone will be definite, Doing this 
will help avoid limiting the adherence capacity of 
the paper, which would impede achieving a dark- 
er tone nf such ions warn necessary. 



The edges of a new eritzef may he used to wortr m 
am, IN ■ i and Por.us 





The cfnamscun) effect c 
cdaracftrttedOya 
strung contrast bedveen 

i^>c*g^fl much 



chama (jc appearance to 
the medal 



To team now lo wcrfc 
with kjils and 
shadows, direct 
intense light drectly 
onto the model. This 
wii beady create 
riftenent dark and 
light mtonsrttas. 





I 
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various studies of 



tonal value; it facilitates g ™atk™ tv 

Sdfl tonal giedatjqns on S EQng with gr established value syv 
tern Blending is directly re rated lo tonal value, wh ich a why it 
should ml be used to create affect. Blending is a pracl ca! tool 
used to elaborate the drawing. Belt media, such as charcoal cr d 
chalks, am the most appropriate materials Tor davetoping layers 

I of Wended stara, wh»ch wiP give ihe dfawmg a mom pictorial 
t only produces subtle tore effects, but also gives the surface and 
ig softens and combines the different jgneg, in The drawmg 



Jrheberrt 
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Sfumato: 

smooth contours 

Sfumato means "a softening ol the tones." When applied to 
drawing, the term refers to producing very subtle tonal; grada^ 
tksns. sirtuiar to The- misty effect oi Hie wash. Alter an initial com- 
position is made, sfumato rs created by blurring the strokes and 
shadings with your fingertip. The sfumato effect in a sketch is 
wry soft, given that the uni form gray tone integrates light and 
darts tonalities. 



ATMOSPHERE IN LANDSCAPES 

The atmospheric landscape requires, more than precise lorms. 
sfumatos, blurred strokes* open Unas, and suggested lorms. The 
general atmospheric appearance of the drawing is usually more 
Important than the precision of each detail. For this type of draw- 
ing. blending links ihe different pahs and gives unity to The worii. 
Srtjmuti can os used as The misty effects should be carefully mixed so Ihat (he objects 
a medium jp create er^ rendered wilhgut explicit drawing, 
ermosorwe and ft? l fifty 
the tiflwet'l vaKaa of a 
draw ing. 








CCscri o abcvs how a sfuTmlo 
hds a more pfciortaf 
appaanmce War? one made wfffi 
ctaflfl ,vkJ $trx*&5. 



Because grapwe is very soft and 
iirfcM.'s for a vary ddfaj-Js ifrrrsn, it 
bfemfrwsi. 
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DIRECT BLENDING 

On a support treated with graphite, charcoal, or 
chalk, lorms can be dissolved by Wending direct- 
ly with yeur finger. For sfumatos to be soft and 
well integrated lo the white of the paper, without 
a trace of strokes, rub the drawing with papers. 
This method is not as precise as blending but 
may work for treating large zones of the work, 
such as the sky or water, whrch require an espe- 
cially soft and delicate treatment. You can also 
rub a graphite shading with a cotton ball to ob- 
tain a soft blend* allowing you lo create the gen- 
eral tone of a form, 




Charcoal may be Ihe ideal medium for the sfu- 
mato technKjue. due to the tact that it has nch 
tonal qualities and can be mixed and dissolved 
very easily. The sfumato tones can be achieved 
by rubbing the charcoal on the paper with your 
lingers, so that the foreground integrates with 
the background. 










a paper’s texture 



w corse paper has a pmoounced tooth. When a 
strode or shading !s applied to this type of paper, 
a medium pigment is teft in the hdges of iha pa- 
per. tawing the holes Tree rtf pigment. Coarse pa- 
per breaks lines and strokes, producing a mottled 
and discontinuous appearance. As the shading is 
not got compfototy integrated into the paper's 
swriace. it has a bonded, atmospheric etfact in 
the drawing! 



in order to create an atmospheric effect on tex- 
tured p-apor, do not exert too much pressure on 
the drawing medium. Appty shadings, avoiding 
any trace or strokes- and combining gradated 
scumbles. ’Yt«j should also avoid defining the 
Outlines of objects, so that the contours of the 
objects seem blended and blurred. 






Because or -Is 
(nflioat)kiCfwaci». 
ClVfffflill 0rl,1 rtW *>u 
la hdo tho pes/timonti 
more eeady, elthau^i 
they rerun ea ahetrJi 
Ikies. 



Correcting without 

erasing 

As It dewlaps. the drawing undergoes a 
process of continuous change, to the point that 
the initial btocfe-ti Is only on initial reference. The 
artist should transform the work constantly, in- 




creaslngty marking the stroke that defirws The 
different ti&rm. md forms, 

As the drawing approaches its final stages, 
lines gradually cow previous ones. The process 
Is a continuous correction of forms. The final 
lines are eteraned with greater decision then the 
hrsi ones— this correction does not necessarily 
have to be done with an eraser. 



DELIBERATE CORRECTIONS 

In many gf the drawings by she great artists, the 
correcuons arid repetffeem are lets in she drawing 
deliberately, as a practical resource. which gives 
vitality to i fm wortL These corwcSons are Ioowts 
as penttnaenii-'liaSan for “repentance." These 
corrections add interest to the ’work; they express 
a strange fascination for She unfinished. Use 
sketched, and for the drawing process, as op- 
posed to an interest in 'm-shed and detailed work., 
which appeals to the remant® skfe cl every hu- 
man t»hg. Therefore, we encourage you not to 
pay much attention to your mistakes, Instead , 
sfeaw najd to them with mgr® precise and vigor- 
ous strokes. Every drawing shoutd beers experi- 
mental and cha'iLfrrvg process. Correct ing is a 
tondamental action m ihrs create process. 



h the contour of ths figure )<oo can see the 
EL>pmr<pc5Bd si'ukBS, bvhch resurto tf kom i Ho various 
effcn pte of she arfrst Notion me datal of the corscton, 
feif taStonfiet n ffm oosfScn Of the arm. 
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SKETCH AND MOVEMENT 

Thepe^imemiare very often nested to the effect 
pf movement j n |h e drawing. The sketch Impres- 
sion is considered fundamental to transmit tne 
sense cA nwbivty. The slumaloetfect, ihrough 

which a figure's contours or* Huffed, is a com- 
mon resource for suggesting action. This is the 
same pr inqiple oi the image thal o out of focus 
In photography. The dispersed mass. □( the figure 
gives a vibration and movement sheet. The sil- 
houette or the model is not outlined; rather. IT# 
modal is given an rfTtpre&se profile or various 
overlapping proves, which indicate me effect of 
movement. Somewnea , a more loose styte. with 
gestural Snes, is more appropriate to suggest ac- 
tion. Long. disoraJerty, and retaxed strokes, as if 
capturing a subjects high-speed movement, also 
produce a certain effect of mo Hilly. 



tVfwn dtawng vay puic% 4 & common Id 





IBt 




in 



drawing. 

Any object has 

three dimensions: 



height, width, and depth, However, in drawing 

the arisst only has a flat, iwo-dimensionai surface lo worfc on. In or- 
der for the rapresonletion lo have the appearance Of volume, you 
muBt loCow the principles of perspective. When a model presents 
difficulties Ql drawing and If you want to get Iba most realistic rep- 
resentation possible, you should nole in Iba sketch all the lines 
that Wil IxUp better represent Its volume: the pnnciplas of perspac- 
iive are very useful to draw itiese lines correcliy. Tbs notions ol perspective and learning bow 
lo measure will enable you to compose with strokes (hal will configure the sketch. In this see- 
lion we wilt discuss perspective end depth effects, two very important dements. 




Urhebfjrrecbt 





Itl 




notions 



Ine reality we perceive has Elves dimensuws. 

To represent this reality cm paper a canvas the 
artifil only has s flal . [wc-dunsnsiqral sudsee. 
However, appropriately projecting Ehe represen- 
tation will express depth. Thanks to the basic 
prhCJploa of perspective, parallel. obfequft, and 
aerial, you can creale a realistic representation of 
a model on paper or canvas. Besides being o os 
of IhB most commonly used formulas, perspec- 
tive is also one ot the mast etfectrvB in represent- 
ing depth. You just have ta choose thfl point of 
view and- lha composition that will* best repro- 
duce the distance efleet. 

LOCATING THE HORIZON LINE 

The first thing to do when drawing a landscape 
in perspective is to Ideate the henzon line. This 
line is very easy to Ideate: it depends on tho po- 
sition of your eyas when you are baking forward. 
II Is an imaginary line on the honzonlal piano that 
crosses exactly at me height ol your eyes. The 
pcsJlwn gf the horizon will depend on |hg com- 
position and will be a point ot reference through- 
out the drawing process. 





£Lr surroi.wiv-gs are nysresednod m tr*m dm&tsKm 
■Seme of the snyHesr et^ects are potyPolnYrs fortrixf 
by /bur pUnod surfaces or more. 




The honran me ts. the 
pmcysjr kv to De 
tea red n jn® modW 
After locating % dSttv 
otvecfsarepfefcM'ft 
if* ton 10 f.hs rmapnaiy 
tno ^laangibe 
harem Me- and pocnq r, 
closer to Jho top of the 
compoaron, you wit 
erter#B tPe area of Ifw 
pntJLUW ncuHd b ydur 
Wd OfwSOrT 
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PARALLEL PERSPECTIVE 

The parallel perspective of a vanishing point is 
the most simple one end is used whan the ob- 
iscls have a vertical side ilia! almost completefy 
face the Viewer. The lines el the sides converge 
into a single vanishing point. In tho frontal view, 
the vertical lines am perallal, as well as the hori- 
zontal lines. In order to find the vanishing point 
you only have to draw freehand the lengthening 
of the lines of the lateral sides. 



We vtH drtav a CtiPe m paratef perspectve 5ecw: 

A. Todtootipany str^ geornebK (>gu^ ycv shoM 

the Iri^bie that tsoto^tlo you. 

B. TTwri, frrt 1 the irattes on (fte vanish^ pxtf 
located cm iha horizon Jtne. 

C. Move!he.rTN5flSuro!na!rtms!toei^^ 

D. Chgiv some sfraght iflrdca) Anas to Alish defining 
the tack proflfe at the isgura. 

E. VtHj 

pafoBei Sms (hat concde in that vortices. 



in urban pnd rural 
iunCscdpus I v corwnon 
In apply pnrhiyjJes of 
paratof perspective to 



BEGIN WITH A CUBE 

Tho cube is the roost useful regular figure to un- 
derstand the way perspective works. Afterwards, 
you may protect any other regular geometric fig- 
ure by analogy. From lha cube you win be able la 
develop now forms of parepoctivo. The simplified 
spherical or cylindrical objects are drawn the 
same way in parallel perspective. The foreshort- 
ening or the circle, if there is one. does not 
change. A horizontal cylinder in obl^ue position 
looks very different Irum the way il looks when it 
is vertical. The two parallel lines seem to be ap- 
proaching each other as the distance increases, 
receding into a single point (vanishing point) lo- 
cated exactly on the horizon line; this ts the 
case for a road or a path that disappears into 
tho distance. 







randar straeCs or 



Now you esn see (he 
verfeal tender, tbu wtf/usr 
need fo .lengthen the 
dsrance between the fnt> 
sties of the Cuba and 
mch&o pie figure mpda it. 
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To drtNV a cyintAr 
you shcxJp adapt re 
me mamres of (he 
box ar cube. Drew fhe 
erdss perspective 
on the upper and 
bwer sties and draw 
theb&defoftho 
Itente. 





i 
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Oblique perspective produces a greater impres- 
sion ol depth than par aiw perspective, It ® chat' 
actertwd by having two vanishing points* 
became the vertical lines are the only parallel 
ones, The other lines* thte non-vertcal ones* re- 
cede to one vanishing point or the other, The 
/name of this kind of perspective b due to the 
' 'profusion of oblujee tries, 

OBLIQUE PERSPECTIVE 

There b a sequence to follow In order to develop 
any simple geo-rhemc figure using ob&qiue per- 
spective. First, you locale the horizon lane. Taking 
ti the 



most visible side Of I he gaomatric figure. The 
lines lhat gross each other In this figure establish 
a vanishing point on I he honzon line. Than, draw 
title aide next to the first one. This side has more 
foreshortening, although it remains visible. Ybu 
can also link the fines that Cross One another, the 
ones that locate the Second vanishing pent On 



When you see the facade o 1 a house from a 
tront pewit of view* the lines of the construction 
wilt generally be horizontal and vertical; however, 
if you observe the same building from a more lot’ 
era! position* distinguishing several sides at the 
same time, ihese same lines will show fndmalton 
because of the perspective effect. 



f 

L- 



P' ; 




D 





A. To draw a cube n oC*jub perspective measixe Ihe 
nmnesJ and most vsfhta edge. Then draw the 
horizon ine and tnK one ot the rarfbas of the edge 
to ffw vanisfmg pant. 

B. Prefect a paraTci Ainu io the ong/no! edge to defno 
one of fits cube's s/des. 

C. Locate another vanishing poot n the opposite s ide 
and draw the corwspondng perspeerve dogonafs. 

D UsrngihesamoprocedLre, nvsea third ooge to 
defne the second si do of the cube. 

£ Vitvir itdu draw Cho final reoodng fries >ou wi M he 
dtte to venfy # the representaton of the cube is 
COneCf. 



Obkjue penswCtew fs v&y useful wfr&t &awtf$ tte 
oimers ot a txitorg it (jvos a sotsmn afp&arince ro 
arewsertraf COnSJnjCtrM 
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Mju may wara to tfcurtw o 
gvde. such as the cm shewn 
fljreasmrt 

wWytX(/l9«Jf0toCS(«S^ 
i^v^wiQ pom cxiswte ms 
f*w 




ORAWIH0 WTH A GUIDE 

Whan two vanishing points am very far tram 
each other a guide must be established. Ydu 
should First draw a bigger box in which the 
rrKXfeJ wMI be Framed, keeping ihe original «X:1i* 
nation of the- receding lines. Secondly, you 
should segment the meet visible edge, the verti- 
cal straight line in the middle, into equal pads. 
Then, draw Ihe vertical lines of the ends to Create 
a guide in both aides al the paper. In turn, divide 
lhe&e segments into the same number of equal 
parts than the main edge. The two series of 
oblique imes are a guide to draw balconies, 
windows, etc, 




Biases piece of 



The uanaf msw conssrs of ttvee vanishing points, ki 
&d or lo daveto p it dew the upper side of a cuOe n 
aPtipue perspective. 







on when yew am 

drawing and use a 
thread or a nj& to 
draw and lengthen 
me receding mes Lrti 
roaenngma 
vajvshng pants. 



C> 



AERIAL VIEW 

This type of perspective consists of three vanish- 
ing potfils. Two are located above the horaon 
lina, The third one cs located on the vertical fene 
and, therefore, perpendicular to the horizon Bine. 
There are three senes of lines. Each one con- 
verges toward its corresponding vanishing poinl. 
The particular oharacleristic of this type Of per- 
spective is mat there are np parallel lines. Some 
serial views may turn out Piston ad The best po- 
sition >s one in which the forms do not became 
extremely distorted. A low object, for in stance, 
dOes not look very distorted from an aerial view. 



Then. (Jravvngacross 
the vertices. funds 

mtJpovtt. After Sflaf. 



me center ef uaon at 
me nirerseciiQn of me 
meOSiras. 
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drawing with Atmospheric 

perspective 



I here Is a type erf perspective which Is rwt 
made with tines. vanishing points, or division be- 
tween spaces, and which also creates a three 
dimensional effect This is atmospheric perspec- 
tive,. which is achieved through contrasting end 
defining the foreground end spreading end fad- 
ing the background planes- The depih effect end 
the atmosphere are an optical illusion caused by 
the water vapor and the duet particles in the air. 
which partially fade and blend the colors and the 
forms at a distance. The three dimensional repre- 
sentation through light and shadow effects and 
the sensation of distance are achieved by using 
this atmospheric perspective, 




in drawv^s rthoretho 3 Vt» dmonwcnaf nffoef is 

recnffiLisO through atmospheric perepoctiva, the most tWon errenv^ the atmo^^horc ofoct. tfw nrtraf & goaf 

ntsnse Jones ere ideated n (he knvgroorVt and fade wtitxto wort th& podc&c and the water vapor m me 

toward The background air 




ATMOSPHERE AND LANDSCAPE 

spheric effect is Stronger in thg 
drawing when you Sre trying 1o give a 
it to the planes that are further from 
The foreground will always be dearer 
contrasted than the background planes. As 
planes approach the background', they lose 
(. rerarrass and color, and show more blended 

ano tighter colors. Having the correct value 
signed io every plane of the drawing, you will 
able to recreate an atmosphere with greater 
density for each, determining, by 
at the Intensity or the drawing tones, 
range of grays corresponds to each plane, 
this in mind and try to find this way of 
thing the value to emphasize perspective, 
and. as a result, the three 
effect. Tire best time to find this 
In a landscape is at first light, when the 
is stilt covered by a gentle mist and a 



Its 




THE ATMOSPHERE OP A STILL-LIFE 

Consider that, when looking at am object at a 
short distance, yOur eye immediately focuses on 
the object end takes Out Of lotus afl The bodies 
that surround it that are hot at the SflitW diS* 
tonoe. When drawing a sUHife, try tb fotow this 
logic: draw relativity Clear, sharp objects in Ihe 
toregreurri, with less precision In those behind It. 
You may also create grey tonalities of me sniMiio 
with an eraser or simply wrth a btendmg stump; 
the goal is lo create the athwcphore through Ihe 
subtle difference among the planes. 




The depih effect bi' 

aimoepiwefl 
suTmeruedn the 
Rgjto- A sharing that 
lades gratiuaty 
toward me top otiha 
Uewng 




This drawing shews you hew n apply me depth &ttict 
wiftj ya ys Look how Ihe cfa*er tJiCfcj appear in nhe 
lower port cf the Orowng, wMb the ones am vi 
the t&por part of tho cfnwwg. 



In frs atsnoophenc stif 
life teas mportanca a 
DW to me ffene? m the 
hack at Iheapyife mrs 
effecl prcxluOBS a 
separation v the 
atmosphere of the two 
as tsdl shed planes. 
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the Coulisse effect: 

successive planes 





Impending on me depth o( a body *i reiaiian 
tu the rawer. It wilt be m front or behind other 
bodies. You can establish an wtor by first Dtac- 
«ng bw ckraest object in the foreground and the 
farthest object In the background Tbs wilt a^low 
you to situate the different planes that ore em- 
bedded In rho framed modet, These observations 
decide where to situate the planes of the draw- 
ing and emphasize the depth effect of the model . 

The French word oouflsse refers to The deco- 
rations on the side of a theater stage that are 
arranged so that the actors can walk on and off 
sfage; fihoy are also called top curtains. in mis 
caso, the three dunensiona are created by supar- 



TTBcputesoe^crmeype obserradin h^h mowttart 
fmtficapes during stfnoy da**, 





SUCCESSIVE PLANES 

French artlsls adopted chis Wdrd Imm si aye design in Order Id define a type of composition, 
in which the superimpcsition of successive planes generates the depth, or throe dimension ■ 
ill. representation. The over lapped pianos fade as if they wcrn sjaurirrpusod layers of differ- 
ent tonalities. The luminosity shifts help create changing distance effecls and, therefore, 
enhance the depth etfect of a landscape. 

This depth effect is not appropriate for rainy landscapes or with diffused light, tt is prater- 
able to apply the coulisse effect to sunny landscapes. when the various planes are more de- 
fined and cleaity delimited. 



The OOui^Se effect aXowB f or a 

ffW 

30a/ is not arty to cranio a depth 
effisef twtatso to creole a more 

rf'muWj ftWptS&frtfl. 
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DIFFERENCE in luminooty 

In a afelMife, a portrait, or a figure, yog can identi- 
fy foreground objects by jusl selecting & gtngle 
background on which (he objects will stand eut- 
Tbe effect of (he so-called repoossoto. which are 
elements of considerable size placed In the fore- 
ground to mafia the background look, more dis- 
tant, will be reinforced in landscape drawing if, n 
addition, Ibare is a strong difference of luminosity 
between the foreiFOUnd and the background. 



LOOKING FOR * FOREGROUND 

When drawing a landscape outdoors. Iry fa find a 
point of view in which you can situate a 
distinctive foreground: a tree, a hut, a haytgfL fHo. 
In case ihere is no tree in the foreground, you 
may can apply the formula of Ihe English 
landscapists from the end Of Ihe tflffl century; 
these artists represented the third dimension by 
drawing some bushes, rocks, or bluny edgea in 
the foreground without definition, as if the Objects 
were dul Of fOCU$. 




Tibu can we Pie 
gtfflemnoe (jefween rhew 
fwo photograph! The 
□ne on the ngM a, 
wdftouf doubt, morn 
rtteresUng. sirca >t 
ndbdes a ctertncfMB 
toneyciind, wOon pves 
greater depth effect and 
variety to the 
CDPipasitcn 




A (tsrncfve foreground 
s mone effect w rf the 
ctanwig also furs a 
dffervncB it ktmnosity; 
if* nsijr isa strong 
conf/asr bOhwJUn If* 
otvflcr in ff*iioiieijjKx»d 
and rfveeo^ttuintf 




V' 1, V.v. 
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Colored 

pencil 

and 
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not always have 

P tO be monochrome; this medium included cotar (despite the lact diet 

many people lend Id think the appos^tu?. Colored drawing gives a very chromatic 
brilliance with A Clear pkaonil appearance. II lustraLixs and drawing professionals 
achieve results or extraordinarily high quality with |usr a tew colored pends. It ts true 
lhai cotortd pencil wort is not very different fram graph la pencil wort. The dRler- 
enco lies m that the atfo*i to establish ihe value of the grays in the monochrome wort 
15 substituted by add.'lg odor to thfl value system; however, the techniques used ore 
basically the same: hatching. using paper Ledurta . and a type ol work ihat includes hne 

or tonal slain. 

Like colored pencils, pastel >s am ideal medium to siarl learning how to draw and to mu colors. R is also 
good to discover the way in winch post a few colors and black, enawo the artisl to achieve almost every 
tone ol the cdor spectrum, Colored drawing is the first step to learning now to paml. because n shows 
you to tfraw without paying so much attention to Iha medium itself- which is a habit when you ara used to 
drawing with pend. It allows you lo focus completely on the base problem of miking and composing. 
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A dense dfcsntfng 
albwS )Oir fa ewer 
any sraa olttm papa. 




BLENDED DRAWING 

Blending modifies the appearance and* texture of 
a color through smudging and dissolving die sur- 
face. Hits Ain turn me paper mio a layer ol line 
and semiopaque odor, Besides giving depth to a 
campqsilrpn., blending also fulfills (he artist's 
need to srnoolh contrasts and unify rotors from 
various lanes Of Hie work. 



To fjdtitoo gfsdah'srr. first apply e coto ffw tfndte 
Sispcrirrpcsad zone, appTy tha second cafar: Tfta lunp 
colors are fitended unf i dsise rrartiftoris between 

Worn o*» achfewd 



To ftfiyvj sirro* os or a snadsug. rup a cation fiaff agams t 
the pasta'. Postal's vohUSfy enaPkts you ta extend and 
fitendf t*TW it bos A^rosrdiH^pDO'od, ntvcfr rt a vtry 
popular method for pus madram. 












how 



Wfian worta^ tVTfh 
tflnao ot IpcrCHftMrlf 
cotars e( the same 
lima, pukce apueceof 
cotton Oott\ or thQ 

latte. Tin's wi'ff prcfecf 

and isoAste me 
surtac® and can also 
bo osoti to ctoon wo 

ccitara tlisi Itimb 
comow confect with 

Other COfcXS. 





with different cafcys to produce soft and vehrety fonaHies. as weif a$ sublie 
gradations from light to dark. The artist's personality is reflected in his work, 
Ihe material used r and the way he or she mrxes colors. 



MIXING WITH STROKES 

Superimposed mixtures ot pastel foalchings produce the so-called “optical 
mixtures- " The eye. Irpm a pertain distance, establishes the mixture between 
the strokes ot both colors. If you want to crate a zone of tonal mixture, draw 
soft random strokes with the (ip of the pastel or use it on its Hat Halt to draw 
wide strokes; do not apply too much pressure because it die pigment 
adheres too much lo Ihe support’s surface, the mixture will be more difficult 
lo make. 




TfX r „ nOod m^fi r, v. mom than fwe ootars rtiftO 
Hew;- mi «ad tok Jnrty and rvf. ■■ oc iso compared lo tho 

Ooctag ntanutetfurtd c vtors. 



ThfOts/t Ptorx*v you can reduce 
t fw HMti&r of ttm ptcjnent tayor and 
sitiOQ’t ’ -‘he cokr conirnsfs on (he 









colored 



Oencil 

techniques 



Tr, 

the 



Hies Of colored pencils allow far 
of some al the basic resources 



cl drawing and the polychrome effect in a single 
work. With a good knowledge al Ihe malarial and 
ar> appropriate itchnique, the expression possi- 
bilities of ibis medium are ideal tor practicing, ex- 
ploring, and drscovering the nature of cotor, its 
combinations, harmony, and variations. 



^ PUTO^ tiTOar i|E3P*0£K:P 
is most d<flkn/$ 
approach to use in a 
dewing Ai ffiesa™ 
fme. jT s the bog/rvmg 
of any work 



A MORE LINEAR DRAWING 

The characteristics ol colored pencils enable you 
to develop seme ol the most basic techniques ol 
tbe linear stroke. The weight and width of the 
fioe r its fluidity, its experimental character, E»id Us 
possibilities of being continuous or discontinu- 
ous produce effective optical illusions in a draw- 
ing. Besides the tact trial ft rs the most 
elementary form of drawing, linear drawing is ihe 
basis of all the other techniques. 

Belore beginning to draw, the first step any 
beginner sbouW lake «s to explore the variety of 
posable strokes and lamliiame him or herself 
with them. This can be done using the sharp- 
ened point of ihe pencil ffor fine strokes) or the 
side |lor wide strokes!. Purely linear drawing is 
trie moat difficult approach; Ihe artist must ren- 
der the colors, tones, and textures ol the subject 
without crealmg shadings or tonal gradations, A 
skillful artist is able to describe, with a single line, 
all the possible visual strokes lor a drawing, 
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COLORING PROM LIGHT TO DARK 

the colored penal technique is based on pra- 
gressivelY intensifying tortes. hues, and contrasts 
and Dfi superimposing color layers, that is paint - 
eig from light to dark. This will resull in a mare 
efficient control ol values and tendencies. Other- 
wise. the paper surface will rapidly become satu- 
rated, making n difficult lo overlay cotars. 

Besides scumbling, you may also use hatching 
or crasa-hatching. 



THE AMOUNT OF EACH COLOR 

£aeh color nay have one or more tones. These 
values depend on the amount of pigmenl Ihal rs 
applied onto the surface, wh*ch will constitute 
the amount added to the mixture. A small 
amount ol color should be added for scumbling 
or lor applying tenuous layers, whereas the first 
shapings should be more Intense and opaque. 
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the most common rechn'que m (MtorBapentXctowv# 
is to atoayS daw from Ught to daft, he&nnng with very 
soft shodnpa and *ftsftng w*fi far moot nfonse and 
contrasted cobra. 



SHADING WITHOUT STROKES 

In ardor to obtain homogeneous shadings, try to 
choose a dwaction and maintain It wNe drawing. 
Each stroke is drawn next to fh# preceding one, 
exerting the same amount of pressure at all 
times. This will produce a homogeneous shad- 
ing. When the area to be covered >s large, the 
color should first be applied to a small tone, An- 
other adjacent eoiomg should be added after- 
wards and so on. trying to hido tne borders of 
ifre zones 
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hw continuous supers ysosrfieri or cofcrs gives cobretJ 
pencil drfiwvigs to** pradtjliw •ATjrttKjf s/wp co/or 
Changes #ja e# *s an unwi&eif afrnespfraTe. 





I ealhedhg and whitening are perhaps two □! the masl interesting. Cample' 
menlary colored pencil. While n leathering the goat is i a achieve harmoniza- 
tion and obtain atmosphere through the simhe, whitening gives luminosity 
to the color by listening the colors with superimposed layers at white. 



feathering and Whitening 

techniques 



FEATHERINQ 

Feathering is a method in which a soft drawing i& 
made on e*i ares covered with a different color 
with gentle, juxtaposed strokes, always in the 
same direction, tp achieve ?n atmospheric effect 
end harmonic rhythm and direction. In i his tech - 
n c ue, delicate directional slmkes are drawn ever 
the subjacent color, whh a loose wrist and exert- 
ing little pressure. This technique is ideal Tor in- 
tervening with colored pencils on a monochrome 
drawing, smoothing pronounced margins, and 
creat-ng smooth tight and shadow transitions. 



A CHARACTERISTIC APPEARANCE 

With this technique the drawing surface presents 
a vary characteristic appearance, reminiscent of 
a feather -hence »ts name. The accumL/at-on ot 
varied strokes reodshes the basic colors, pro- 
ducing subtle and du i mixtures. Those matures 
are sometimes similar to those of impressionisl 
arf its Hke Degas, who often used this method In 
his pastete. As the whole surface of the drawing 
shows a tonal range of the same intensity and 
the same vertical stroke, the work acq uires 
greater harmony. The feathering atretic also sug- 
gests dynamism, movement, and e vaporous ef- 
fect. tt the figure you can see a vertical 
feathering which contrasts interestingly with line 
horizontal emphasis of the sleeping figure. 
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Colored pencils. due to their physical 
consistency. have a particular character- 
istic: they al?Ow for lha blending or soft- 
ening of strokes by adding light gray or 
white on top ol other colors. This gives 
the drawing a more harmonious appear- 
ance and a softer, less contrasted chro- 
matic affect. 

The whitening techn ique consists In 
polishing, balancing, and mixing the colons 
on a surface covered with shadings by onfy 
rubbing them with a blending slump, a white 
pencil, or an eraser. Besides lha combination cr 
colors, this process makes the pigment particles 
finer and gives th& drawing a glossy, bnlliant 
finish. 



WHITENING THE TONES 

The best way of whitening is to apply the while 
color intensefy on the shadings, which causer 
the initial colors to look duller, more paste'- hk 
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that is with softer and less saturated tones. The 
strokes are blended with the while pencil and ih* 
effects of the paper textwe disappear It is nor 
necessary to eompfetaiy cover the papers sur. 
face with while tones; you may also obtain gra- 
dations from mare wvld, jntense colors to mpr* 
whiter, lighter ones. When usjng this technique 
bo aware that the paper can break easily be- 
cause of the amount of pressure exerted on it 
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SGRAFFITO 

The sgraffito technique consists in producing a 
layer of impasted cater and then scratching the 
surface with a stylus. Oil pastels, because of 
their waxy consistency, are very good to use few 
this technique. Each scratched stroke will re- 
move the upper color layer, which easily comes 
off r uncovering th* first layer color and allowing it 
to be visible, Fn the sgraffito technique any Sharp 
tool may be used to create a great variety of 
lines, from dense scratches to fluid and thin 
lines, 

COLORED SGRAFFITO TECHNlGUE 

This rs a common technique when drawing with 
waxes, which offers spectacular chromatic re- 
sults. This technique consists in drawing various 
superimposed layers of dense and ftiock color 
and using a sharp tool la scratch Imea through 
the color araas to reveal the colors and paper 
underneath. Dark colons are usually applied over 
light colors. 




1, lo order to use the colored sgraffito technique 
with waxes you should lirsl create a very basic 
outline of the drawing, You should avoid adding 
details, because they would end up being 
covered with the dense wax layer, 

2* Than with bnght-cotored oil pastel, cover all 
the model's zones with thick stains -do not 
worry about defining them. After that, cover the 
initial color outline with a thick layer of black 
wax. Only use enough pressure to cover the 
surface fully. 



a. Now you can scratch the black layer with a 
lancet or sharp tool to uncover again the 
underlying colons. Remember to control the 
electron or the stroke to achieve the desired 
effect. The darkest zones will rema n intact. 
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drawing a Nude 

in charcoal 

— - <Y&n though Charcoal may seem like an fljdremoty mossy drawing 
medium and one diflkMjtt lo conlnK due to its powdery eharaeterislies, 

Its ahiHy to rolled tonal gradations is so great that this techtiiqua is 
worth learning. Charcoal is difficult to manipulate in small rormat draw- 
ings, so rt s batter to work on a large shed that is moixited on a ngid 
support, Here the model is a female nude with interesting light and 
shadow contrasts, partially illurninatod from I he front with ehiarweuno 
effects. In this exerdao, presented by Carl ant. use the charcoal's point 
to perform the fme strokes, lhe charcoal's Hat side to ^troducethe large 
tonal areas, and your fingers lo create the various tonar intensities. 



t, The fwo initial outline sketches are created with the model's forms 
correctly proportioned and lhe model's contours defined. To staff, do a 
couple of Quick sketches while observing the mode. In these sketches try 
nol only to register the form of the figure but also to capture the pose 
correctly: an oval for the head, arched lines for die height of the 
shoulders, the position of the arms, and the support pi the lege. In the 
second sketch, pay attention to the blended shadings and the light on lhe 
model. 
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5 r In this phase wfl 
complete (he 
processes erf addsng 
and eHml rating 
charcoal, and ol 
modifying lhe model's 
contours so that you 
qqn create more 
fxecLse Forms. 
Proceed making 
aretJalwns of various 
Tones end intensifying 
The shadows until you 
achieve a good 
modeling effect, 
which wiFJ con Id byte 
to defining the body's 
volume and 
ruLndness 
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a Still-life 

with sanguine 




1. First sketch the baste 
(arms of the? model with o 
blending stump that is 
saturated with sanguine. 

This is the ported medium io 
describe form wilhOu( worrying 
about details, staining the paper, 
drawing profiles, and looking at the 
objects Size end angle, Drawing with a 
blond nq slum p also has the advantage of 
being easily erasable 

The beginning of the drawing requires 
oartfui hand movements and strokes. Evan a 
form os simple as an apple or a dish should 
be drawn with a great deal ot attention and 



Sangumfl is a very interesting monochrome drawing medium. It haa a 
wide range of tones, bet because of its color, it is much softer and 
warmer than chaitoai. providing morn luminosity to the drawing, in this 
exercise, earned out by Mercedes Caspar, giving relief to a stil Mrfe by 
using (he modeling technique with sanguine is illustrated based on gra- 
dating and biending. Pay attention to the- changes of direction in the 
lights, shadows, and reflections, s*nce, as you know, these factors de- 
scribe ihe objects form and curvature 



Wtth the least number Ol lines, since any small 
irregularity wil be immediately visible. Ydu 
have to concentrate on (he contours, erasing 
and redrawing (hem if necessary until they are 
suitable, 
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2. Wrth the sanguine Stic-; on its sido, btocfc 
in the shadowed areas. The first Shadings 
should only be blended lightly: they should 
simpfy separate the different planes wi|h*n the 
drawing. Do not place any sians on itie more 
ilEum dialed zones. Afterwards, rub your finger 
on the tontous <o fade the $tr ofce's profile on 

the paper 



3 




3d After the blocKing-m « compietety developed, 
you can start to add the mid terns and model the 
forms with tonal gradations and blending. With the 
sanguine, draw softly and insisteniiy on the mom 
intense zones. 



When mocfeing w-Kh 
sangwtw, $ usually 
wUBnds.pgsr the 
oC»ecT S flytftrws. if 
ihrs buppvrjL. &npty 
arBStittwirkatir 
strokes and pm®* the 

Li-aw-rt^r a^T] 



¥ 





L 4 

\ 

m 



4. Biend the 
shadings and the 
■hltia) strokes to 
clearly define the 
contrast between 
light and shadow 
and also to make 
each one of the 
drawing's 
component's form 
and texture stand 
out. As you can see. 
the modeling does 
not appear heavy, 
but rather light and 
atmospheric, thanks 
to the sanguine 
color. 
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You now will draw, with. tbs erasure technique, a n^al scene outlined 
by Esler LEaudet. The only difference between this drawing procedure 
and oth ers is that you erase iha strokes instead of adding them. Look 
tor the illuminated zones and erase the background shading to obtain 
lighter lories, or even pure white. The model is &n interesting rural view. 
Drawing with an eraser ts especially needed when Ihe theme presents 
ohiardSCiMD contrasts. 



erasure technique: 

drawing highlights 

1 




1. Prepare the tonal background by covering 
the paper evenly with charcoal shading, using 
the stick m ns side. It i$ important to work 
the whole plane al the same lime rf you want 
to obiain a homogeneous background. Then, 
rub Iho surface with a blending stump to 
eliminate any braces of strokes. 




2 

2 . Draw a very synlhesrzed contour of the 
model's forms, being careful not to apply toe 
much pressure. Pay special altenlion. In this 
phase of the drawing. since Ihe next steps 
will be based on thass results. Avoid 
excessive erasures, 
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3. The advantage ol working with an eraser « 
lhat ttie light Is tfiiegratad mlo the image 1mm 
the vary beginning you can add and erase 
tones until they am adjusted in the image. 

The erasures WHl bfl the right hones: the 
background oaky will be the mid tones; and 
the charcoal wll be the dark rones. Shading 
will aland oul mane it you apply it by using the 



Ltougaptecetf 
paper as a mas* lets 
you affair stmght 
borders 
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andscape 

on gray paper 










1 . Ttie main elements of the landscape are 
defined with simple strokes, made with a 
black dl pencil. The sizes and proportions are 
then determined end the composition Is laid 
out, This first phase of the drawing is 
extremely important, since it deals with 
ananging the elements correctly in order to 
balance the picture, When you decme that 
the location of each plane is correct, reaffirm 
the forms with more definite strokes. 



\\ 



In this ngxi exercise by Gabriel Martin, Shading end white highlights 
am combined to give volume to the trees and mountains. The texture 
of the landscape's elements will vary according to their distance Irom 
the viewer: the farther away the trees are, the more umfoitn ihelr tex- 
ture will be: (he ck»er they are to the viewer. Ihe more detailed they 
have to be. This Is not a drawing with a realistic character: its interest 
lies in the composition and the study oi the light. 
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2. Block m the shadows with short strokes, 
varying Iheir intehsilies according to (heir 
zone, tn this phase rt is nol important to 
create extremely intense dork zones: it is 
much more important simply to establish 
eacn dark zone. The darker areas are 
achieved by so pen m posing rie same stroke 
as many tsmes os needed until you obtain the 
desired tone. 
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3. FimiJi me drawing by using a wtiite pandl 
lo highlight the illuminated zoom in the 
Landscape Instead of sltriylng the details 
arxJ nuances, break down the landscape into 
bflht and dark rones mat are combined and 
rutfaposed, The white highlights play a 
fundamental io*e in defining the foreground's 
ttnctuie. ThB result i® a landscape with its 
mggj significant elements dearly empfissiwd. 
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an Interior 

with the white- on -white technique 



The *hite-on- white technique uses artists' chalks and oil 
pencil® on a tona] background. The monochrome work 
method which wo we applied in this exercise by Gabriel 
Martin, allows one to construct the modal wilhout distiac- 
tion from local colors or shadings, directing ail our atten- 
tion to representing its vivid luminous efteets.Et could be 
said that to work with (tie white-on-white technique Is to 
draw light, 

The selected model is an inter lor corner with mixed 
lighting, mean ing daylight and ahiricial light are combined 
The framing, the scarce lurmtuns, and the absence of or- 
namental motifs will help os to understand space, texture, 
and volume. 





1. First we have to express Ihe perspective of the comer. To do 
SO. draw the horizon line, which ts localed somewhere befcrw the 
middle ot fre paper After addtng a vanishing point* project two 
diagonals, which will ba the lower limits of the two walls. To finish 
the schema* draw another diagonal and a curve to delimit the 
vaulted ceiling. En order lo piece the fumttune correctly,, imagine 
that they ara srmple geometncal forms, Remember, draw the 
objects as ■( they war# transparent. 

2. Reaffirm the basic lorms . taking into account how the oblique 
perspective affects rhem, Use a white chalk pencil with a very 
sharpened point. 
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the “three Color” technique: 

drawing with pictorial qualities 



The ’thn&e colot technique" uses three diHsrehi chalk cetera to create 
intense, light, ana trud tones on a drawing with a colored background. 
The Mowing serose, performed by Oscar SencNs, combines colored 
chalks and a colored background to achieve a drawing with pictonai 
qualities. The theme is a pictures*] ue dock in Venice, which was select- 
ed because of the simple forms in rta compos H ion and because of the 
different light varialmns within It. 




i. A modmm -grOt nod brown paper was 
selected for this eier&se. Begin by drawing the 
outline sketch with a graphite pencil. Then, with 
schematic strokes, draw the houses on the 
background. Begin with geometric lorms that 
have an unfinished and tmprectse appearance. 
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4. Add the more intense shadows with a bistre-cglored 
chalk pencil with discrete shadings and gradations, wtmch 
will be different depending on their zone. The darker parts 

d l the gondolas are achieved with a senes ol strokes. 
While you are drawing, nun your finger sahly over the 
strokes to better integrate them into the paper 





5- Add the clear, illuminated areas as highlights with white 
■Chalk pencil so that there is a strong light and dark 
conlrast. Highlight the tighter tones ol the gondolas and 
define the bridge's balustrade. Wth the same while chalk 
pencil, apply scumbles with light, slanted strokes. These 
win enrich, the houses' facades and provide an 
atmospheric leeling to the drawing. 



So rnar you da not 
emote ar^smutipcs 
□n She rfraiung. pbca 
■acteaflpwteot 
paper on ttip ol the 
dwwrtpandjwr 
your hand do it while 
dfeiV^V. 



6. Once the colors are all laid 
put, keep working on modeling 
the entire ensemble, drawing; 

blending; and adding lights, 
shadows, and new colors. The 
effect of ihe "three color” 
technique Is extraordinary, as 
you pen see in the finished 
drawing. 
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Draw lh& horizon line at approximately one 
third of ihe way up Ihe sheet, Since you will 
be starting with light tones. take the largest 
Wending slump and add a small amounl ol 
ttio compressed charcoal powder to its end*. 
Block in me sky's shading complete*/ The 
sea^s shading should be Ughier and more 
Hans pa rent, 



stump technique: 

just a blurred stain 



Plow we will use the (Handing stump as a drawing Idol. You will need 
compressed charcoal powder and wending stumps of different sizes. 
Works performed with Wending stumps, like this one by Carlarrt, pro- 
duce soft, atmospheric drawings withoul any herd and pronounced 
profiles or lines. 




2. The blending slump spreads the charcoal 
and creates graduated tones. Make the 
profits of the buildings oh Ihe coast with 
blurred. vague sterns , Use even strokes to 
create Ihe c loads forms. The more satureled 
Ihe stump is with charcoal and the mane 
pressure you apply on it. the darker ihe lone 
will be. II you make a mistake, oorretf it with 
a kneadebta 
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andscape with 

chalk powder 



to carry out this drawing you will need a 
cotton ball, a dean rag. and chalk powder In- 
stead buying chalk powder* you can make 
your own by filing a bistre-colored: chalk stick, 
with a knife w heavy sandpaper to obtain a 
fine powder Use a piece of paper as a dip- 
ping tray and place the chalk powder in it. 
Chafe; drawings require a medium -grained pa- 
per in order for the pigment particles to stick 
on the paper's surface. Oscar Sanchis drew 
this nest drawing, 
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1 , With the cotton ball saturated with the 
chalk powder, start Sketching (he terms of 
some pf the coastal rocks. Continue to build 
up (hair tones end main Forms minimally. 
Quick and spontaneous chalk Stains are 
more adequate than caraEuI shading. This 
technique, which creates a drawing through 
tones instead of strokes and lines, makes 
chalk powder a unique and fun medium. 
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Sketching with ^ ' 

a charcoal pencil 



In exef ewe by Marts Betmejo Teimdor, you will toarn how to make 

a quick sketch of a rpresl landscape with a compressed cTiamoal pen- 
cil and without any blendmg. Although this s*ercise s not very difficult, 
you must closely study the dark and light zones SO that you can draw 
them with soft strokes. The combination of faisbeti and unfinished ar- 
eas gives the sketch a fresh took. 





1. The first forms ol the trees and iter branches are built up with very 
simple strokes Do not worry about the thick vegetairon; it wil Just 
confuse you. 
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2 , Carry out the tree’s tsKlune wilh the 
compressed charcoal pencil, First outline the 
hunks and branches m the foreground by 
shading their bark with noglets, wf*ch will 
gwe them voturm Than apply tha first 
shadings to the foliage, Be careful with the 
amount of pressure you apply on the pencils, 
since light tones are achieved with very soft 
strokes. Do not concentrate on any specific 
zone: instead, focus on the general structure 
of the drawing. 
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a Still-life with 

chiaroscuro effects 

To chiaroscuro offocl n a modal da panda on ina location ol tha main 
light source Blumin?ting it. When light falls onto an object, i! is distrib- 
uted into lighted and shaded zones. The principal dark colors give 
Shape to the lighted zones. This allows you to study the tones and es- 
lablish which ones are denser. When you work with the chiaroscuro 
lecJin&qpe, as in this nexl exercise by Marta Barnwjo Tekidor, you have 
so lake into account how the shadow era gradated little by little until 
they blend in with the lighted piano. The study of light and shadow al- 
lows you better understand the elements that give realism and volume 
to a drawing. 





1 . After studying the locator of the elements, start 
drawing wilh ihe lip of a charcoal slick, Blocking In will 
give you a dose approximation of the model's forms, In 
fact, the whcltr structure of the d rawing depends on (he 
blocking in; equilibrium, correct proportions, and the 
perspective ol ihe unseen circles m the dishes and the 
borders of tho cups. 



2. With fam strokes, using the tip of the charcoal stick, 
emphasize The profiles of Ihe objects The main elements 

of a structure will be dearly visible end differentiated: whan 

the linos that form it ore completely closed. For a good 
study ol light distribution, practice combining the two 
pianos; in other words, orrut the middle tones and only 

develop the dark tones. Later, tho erasing technique will 
do the reel. 
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€•. Qnca tho background shadows arc completed, retouch the profiles 
and Ihe more pronounced contrasts with a compressed charcoal StiCk- 
With compressed charcoal. I he blacks are more intense Chan natural 
charcoal, You can stdl correct Imes, as well as any tnacdly located 
shadows, as long □& you have not drawn extremely ifl-tonsa black 
strokes thai are difficult to erase. 




iolt can make yew 
awn bierying stumps 
by nMig a ptocti of 
paper into a tube ana 
th&) sbapng H a 
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piano's wiffi effect s 
s xritar Id those 
produced by a brush. 
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white Chalk highlights: 

an explosion of light 
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This next exorcise, by Esther Ltaudel. All use whit* chalk to represent illuminated zones. A be- 
ginning ert student may think that illuminated zones do not have many tonal variations and con- 
trasts: however, after a closer look, you will see that It Is just as varied and nuanced as the 
previous exercise -where dark shadows dominated. Instead of concentrating On dark areas end 
shadows, wa have la pay attention to the white and Illuminated areas found in the next drawing. 
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t. When drawing a strongly lit scene, we 
must first present Ihe structure. With e natural 
charcoal stick, outline the forms erf the sofa, 
plant, arvi pillows. Working with the chalk 
stick on its side, apply the first white stems to 
the pillows, concentrating on their 
characteristics and fundamental form. 



2 . At the same time you are developing the 
sofa's form, build up the lexture and the folds 
in the fabrics using tonal gradations. The 
intermediate tones are achieved by letting the 
color of the paper show through tee white 
chalk shading. 
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2 . Shade the whole 
background with 
white chalk, 
Blending It with ypur 
hand witl give an 
unfocused took to 
the second plane. 
Later, you can add 
same finishing 
touches with a 
darker color to 
enhance some ol 
tee profiles and 
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Emphasize the 
intenor profile of the 
sofa and give some 
folds more weight 
with the natural 
charcoal slick. 
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a flower with Qbundant water, 

fluidity, and sinuosity 




If you h 



in the previous pages, the follow* 
ing prpj«t. by Mercedes Gasper, 
will not bo dllficut at all, You will 
drew a simple flower in a mono- 
chrome wash. To carry out this ex- 



one model, creating her own by 
combining several forms Irom dif- 
ferent flower models. 




1, Drew the initial form ol the flower wilh a pencil; it does not have lo 
be exact, only approximate. The drawing should not be shaded or have 
excessive detail; it should be simple and concise. Remember mat hie 
wash is transparent, and that it uses this initial drawing as a guide lo till 
irt the tonal areas. 



2. The brush with watercolor 
wash technique gives you a 
* single stroke that goes from 
narrow to wide, or vice versa. 
Remember, the accuracy of 
the brushstroke depends on 
the firmness and the 
movement or your hand, 
i kpntrasls are then increased, 
wafer is absorbed in the light 
zones, arid me leaves' lines 
are drawn using large drops— 
you can either blow on the 

-Ifropa fo move them w use 

the tip of the brush. 
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ii yw make another pass wnn the brush n wash, the 
painted zone wl> become t!arKer Fluidity andtfcntrtf ane 
essential tearful In this type at driwmg. In tfus exercise, 
empty spaces have as much value as if ttwy were Ml at 
brushstrokes Remember to always use the color of the paper 
|g your Advar-laye m drawings. 
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an interior patio 

in wash 

WanKi alow tar oomc scumbles and somo dcl.cs'e ligM and dbfH. 
contrasts. This neurt exercise. by Oscar Sanchi's. is an Interior paho-Wat 
has strong contrasts belweers bright light and shadows. Dye to this » 
themed fighting effects and the richness ot mid tones* we are going to 
locus on grey tones. 






raushtxrfaiAfwrtw 
ronns tfti! MU have 
ffghtor Janos rvservad. 



1. As always, bogm by outlining the structure, in this case 
an elBpsis in the tower part of the paper and two 
perspective diagonals in the upper part. Mates the 
doorframes line up with perpendicular lines. The initial 
outlines am combined with circular forms that define the 
arches of the doors and windows. Another circle In the 
middle indicates the position ul the well. Erase the 
geometrical outlines and reaffirm the contours of the 
patio's structure. 



2. After the forms of the drawing have been made* you can 
proceed to detailing the drawing. In this stage you have to 
be very scrupulous in observing the mods! and presenting 
the forms in detail, 
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3r Since the white at the paper lightens the 
' grays, the wash should be applied using a 
small range of mid tones, starting from a 
fighter tone and moving towards a darker 
one. Use this technique to block in the mid 
tones. All of the tones should be appl«d 
before the washes dry so that when you add 
more tones, they will gradate with the zones 
that amstiN wet. 



The Swashes 
noddy rhs 
ksc*igrciL^ 
pftipa.ro the apwJhff 
farlfwadtatoiv 
more grays- 




Si Using diflsrent 
brushes, continue 
to contrast the 
forms and make 
them concrete. The 
contrasts should 
be accented with 
dense washes 
having less water. 



* * With a more intense Mack and a round, fine 
brush, contrast the mti-roned shadow zones wit) 
the Humi hated zones, In a wash, handling the 
brush correctly is very important, since the 
brushstroke— even though It is a drawing 
technique— creates the stains, [ones, and 





Si When the drawing does, proceed lo Iha 
phase of contrast and detail using a black 
chalk pencil. Apply halchmg on the 
background lo intensify and streamline the 
term of iho atone bouses, trying lo highlight 
Ihe doors and windows with intense block 
sirokea. 
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the reed 



Oen 

and its effects 






3, Tno targe* wi?hti erf the reed pans strokes allows yoy to 
Croat o »lwJ Stack stains easily. Draw several superimposed 
strokes of different mlersrties cm the bales to g.ve them 
texture. On the foreground, several blank spaces have been 
left so (hal Ihe ihe trees' shadows can be protected against 
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drawing on Colored paper 



with white and black inks 



Alternating between white and black inks ort 
dark paper Is a traditional (framing technique. 
The while Ink is used for the illuminated 
zones, (he mid tones ana provided by the pa- 
per. and the black ink is reserved for zones 
with intense shadows, as Carlanl describes in 
this next exercise. The model, in spite or be*ig 
very sample, is rich in contrasts and reitec- 
lions. Aside from the above, it presents a ch^- 
lenge in representing the lighting effect and 
perpetual movement on the water’s surface. 





1* The initial outline Sketch ts very simple, first draw the horizon line 
with a white pencil . Then project the diagonal that composes the 
picture where the boat is located. A couple of creative strokes will be 
sufficient io situate the boat. Once the outline sketch is resolved, you 
con begin to draw with white mk and metallic mb. 

Draw the profile of the boat and its crew with an intense and Ikm 
stroke: try to capture only the contours. Exert more pressure on the 
metallic nib to produce thicker and more intense lines. 



a. The profiles and 
the proportions has 
to be absolutely 

correct in these first 
stages- As you draw 
new forms you can 
shade with very fine 
hatching, which will 
give the first tones 
to the drawing. 
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3, Concentrate on the reflections on Ihe lake's 
surface. Initially, these appeal eithoueMed as it 
they were perfectly defined oil stains. To 
distinfiMsh these lighter zones from the rest of the 
surface, cover their interior space with diagonal 
Strdke hatching. These lighter and broker lines will 
serve as tonal zones. With another metallic nib, 
apply shading with black India ink. Concentrate on 
the darker shadows of the vegetation on the upper 
part using intense end uneven doodling- The 
change from thin to thick in the same stroke can 
give certain sensation of fluidity, A freer and 
random hatching wIB give the vegetation an 
incomplete and toss concrete aspect whfle 
providing a richa- tone depth. 



Curing the drawing 
process* may Be 
necessary fo cfwn 
the Up ot the reed pm 
iiflfh ergs in order to 
get rid af any particles 
otm* that couti mate 
the stroke of the pm 
of cnargrq i¥ iUffioa. 



4. Through a careful 
observation of the model 
you pan capture all the 
details and tonal and 
textural variety, especially 
those of the water's 
r-gttfictions. The contrasts 
aehievotl through the back 
ink in She upper part OF the 
■drawing help to enrich the 
tones that give the drawing! 
a three-dimensional quality, 
accented by the greater 
contrasts between lights 
and shadows. 
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a Still-life 

with colored inks 



H drawing with colored inha presents the same characteristics as a 
drawing done with indie ink, except that if requires us to use a specific 
work method . Although inks can be mixed with one another, we recom- 
mend that you do not mix them often because the colors; tenet to get 
dirty and the tones become cloudy. The only realty viable mixes are Ihe 
ones that result from combining different color strokes on the paper, 
Just as Esther Rodriguez explains m this next exercise. 
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YVhen Pie x* shakes 
sra sfiff weJ, you tart 
Uarxl tftnm wtift a uyet 
paper .rewoi Jd 
dcrievertcf? (oraf 
effects 





1, ft is extremely important to firs! construct a very simple outline 
sketch on which So base the lines of the the Still-life. We chess Oval and 
circular shapes to begin describing the pumpkin and fruit's forms. 




2, The silhouettes of each one of the 
elements of The still-lift are detailed. 
The stroke should! now be more 
accurate and describe the profile and 
characteristics of each Irut and the 
pumpkin. Before starting to apply The 
strokes with mk. the sketch of the 
model must be complete* since 
shading has to be applied on a 
perfectly constructed outl^ie- sketch 
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3 . in theso types of drawings, the modeling 
has to be very sort, with nothing standing ml 
The lines and shohes Teds, giving ■way lo 
tonal gradation. Each Iragmenl ol the piclure 
has to be resolved in detail, describing 
everything: lunincsMy. reflect sons, and 
lanlurw 

I 



4 . The details a'O What irtgltil photographic 
realism into the drawing. Nevertheless, Ihesa 
should not be treated in an isolated manner 
they sboutd always be rented to thn basic 
structure. Frequently, the suggestion of the 
texture ol lha represented object is ai that is 
required to achieve a high -resolution wcrK 
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in watercolor 




When working with watercutor pencils, use the traditional pencil techniques to make 
the base ol the drawing: then incorporate brush techniques as B tool This fluidity and 
ease ol control make watencobr pencils and pastels a flexible medium to interpret 
themes naturally- In mis exercise by Mercedes Caspar, you will see how to resolve the 
portrait of a litrin girl through watercolor pencils, combining strokes and washes on the 
same support. 





4f 



L i ! 



1. When you tind yourseii before a model (hat may presenl difficulties, 
the first 1h ng to db is always to Summarize its components into Simple 
geometrical forms that will aid you in understanding rts structure better, 

Thus, you will see this is a Symmetric composition dominated by the 
g ri's figure, which can be reduced to a block starting from circles and 
straight tines, 

When the profile is dear enough you can deal with interior details on 
the figure, such as the features of the face and the position of the arms 
holding the doll. 
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2. Once a soft outline sketch has been completed, build up the drawng. 
paying alien lion to the details that the model presents. It is advisable to 
start the drawing with a rmd-toned colored pencil, The colors moslty 
used by professional artists are purple, pink, blue, or an earth tone, 
because these colors are then perfectly integrated nlo the efrawing. 
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a. Pasleis should never be mixed; ihe resun 
■5 always more Interesting whan colors are 
obtained! by applying the paslels d irbCtly Ob 
the paper. This does not mean that you 
cannot blend one color into the olfwr, but that 
il should not be dong excessively. 




blending. Paslel Is the most direct medium available, buf rf you aw 
makirtg a drawing based on blended colors, the drawing will Idea all rts 
appeal and spontaneity: you have to alternate the gradation techniques 
with the direct stains. 



s. One of dig attractions 
of a soft medium such as 
the pastel b the ease with 
which it blonds to create 
soft and velvety lories, like 
subtle gradations hem 
light Id dark. The final 
binding of some sones 
mod Ter; the color of the 
tonal background by 
applying a (tne and semi- 
opaque layer ol another 
color on it. You have to 
romamber that when 
working or. colored paper 
H is necessary to leave 
b ar’ik zones, so that the 
background color interacts 
with the tones of the 
drawing. 






ART DRAWING 



D evelop your skills at drawing, learning the Fundamentals so 
dial you can Focus on expressing yourself. From training your 
hand and controlling the stroke to composition and effects 
offered by various tools and materials, these methods arc easily 
mastered with practice. Whether you want to create drawings as 
the basis For other Lv]>es of media, such as sculpture and painting, 
or as finished works, the advice and exercises here will give you a 
Futti foundation to expand upon. 
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